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CHAPTER I 
THE PROBLEM AND DEFINITIONS OF TERMS USED 
In the nearly two hundred years which have passed 
since their first performances, the operettas of Johann 
Adam Hiller have fallen into an obscurity which neither 
their musical content nor their historical significance 
would seem to warrant. They cannot, in all honesty, be 
referred to as "forgotten masterpieces"; yet, by the same 
token, they cannot be said to be deserving of the neglect 
into which the passage of time and the changes of fashion 
seem to have cast them. 
I. THE PROBLEM 
It was the purpose of this study (1) to establish a 
connection between the Hiller operettas and the three main 
currents which led to their creation and thereby to demon-
strate that they represent a significant and creative step 
forward in the history of music; (2) to show, through 
illustrations selected from both the music and the 
librettos, that a small literature of virtually unknown 
music exists which is well worth examination, not only by 
the professional musician, but also by the layman interested 
in seldom-performed vocal music which is a relatively simple 
and refreshing sample of eighteenth-century light opera. 
Importance of the study. In spite of the general 
recognition of Hiller's Singspiele as important factors in 
the growth of eighteenth and nineteenth century comic opera, 
modern editions and, consequently, modern performances are 
extremely rare. Beyond a few short and often poorly 
selected excerpts, Hiller's Singspiele must, in nearly 
every case, be studied and performed from the late 
eighteenth century editions. These editions, while not 
exactly priceless rarities, are not always easy to come 
by. The music lover studying these editions encounters 
certain minor difficulties, such as the employment of 
clefs which are no longer in common use, or the slight 
but annoying printing errors. Most important of all, 
some of these old editions present the music not as piano-
vocal scores in the modern sense, but rather as piano 
reductions of both the vocal and instrumental l ines with 
the resultant confusion of the two. In this study, all 
musical quotations have been given with the vocal and 
piano lines clearly separated wherever it has appeared 
at all necessary to do so. 
II. DEFINITIONS 
Qperetta. While the comic operas of Hiller are 
nearly always referred to as Singspiele, he, himself, 
2 
preferred the designation operetta. 1 About the middle of 
the eighteenth century, when these works began to appear, 
an operetta could be defined as a comic opera with spoken 
dialogue. 
Ballad opera. Throughout this paper, the term 
"ballad opera" shall be restricted to mean a popular type 
of eighteenth century English stage piece with spoken 
dialogue interspersed with musical numbers whose melodies 
may have come from Folk sources or the works of contem-
porary composers. 
/ Qpera comique. A spoken comedy into which were 
introduced newly composed songs shall be called "opera 
comique". Contrary to the Singspiel, it is primarily a 
play with music and not a light opera with dialogue. 
Originating in France, the opera comique was (about 
) " A " 1752 also often called comedie melee d'ariettes. 
Qpera buffa. This Italian comic opera had recita-
tives and no spoken dialogue. It was usually divided into 
two acts, a practice dating back to its origin as inter-
mezzi to the larger tragic operas. 
lAlfred Einstein (ed.), Lebenslaufe deutscher 
Musiker, Band I, Leipzig, C. F. W. Siegel's Musikalien-
handlung, 1915, p. 23. 
3 
Qpera seria. A drama with recitatives and sung 
throughout may be called "opera seria". Generally in 
several acts, it is usually tragic in character. 
Vaudevilles. In the eighteenth century, the vaude-
ville was a short satirical poem sung to a melody of 
popular character. The same melody might be used for 
several different vaudevilles having the same poetic 
meter. 
4 
CHAPTER II 
Any attempt to discuss the Hiller operettas must 
acknowledge the three main currents which, operating from 
outside of Germany, appear as important influences on their 
creation. 
I. OPERA BUFFA 
The comic opera of nearly every nation owes much to 
the Italian opera buffa. Originally called intermezzi, 
these operas had taken place between the acts of longer 
and more serious operatic works. By mid-eighteenth cen-
tury, their texts had developed into fairly stereotyped 
libretti in which the old, broadly comic elements continued 
to exist side by side with more dignified and serious. 
Musically, elements of the opera seria were intro-
duced into the opera buffa, but it had a number of distin-
guishing features which were peculiar to it alone. The 
bass voice, rarely used in opera seria at this time, 
appears frequently and serves two important purposes. 1 
First, it becomes the ideal medium for the portrayal of 
what is to be a standard comic character who is either 
the butt of jokes and other plot devices, or else is a 
York: 
1nonald J. Grout, A Short History of Opera. 
Columbia University Press, 1947, p-.-2~ 
New 
rather clever rogue who manipulates the characters through 
plans of his own devising. (Outstanding survivals of this 
tradition are the Falstaff of Verdi or the Baron Ochs of 
Richard Strauss's "Der Rosenkavalier".) Secondly, the 
bass voice makes possible the creation of ensemble numbers 
which emphasis on solo voices in opera seria had left vir-
tually unexplored. 
6 
The extraordinary demands which opera seria had come 
to place upon sheer vocal display had removed all possibility 
of their performance by any but the most accomplished 
artists. The fidelity of the music to the text in opera 
buffa made possible the creation of airs in which folk-song 
or patter-song elements were perfectly acceptable and 
believable within the framework of the plot. 2 The airs are 
largely in a major key, bright and fast, with abrupt large 
skips and off-beat accents. 
But there were also slower cantabile airs in which 
the harmonies and melodies were utilized to create sati-
rical effects; the aria of Livietta from the second act 
of "Livietta e Tracollo" (1734) by Giovanni Battista 
Pergolesi (1710-36) is an excellent example (Ex. #1). 
Here in the classic da capo aria of the opera seria, we 
find a melody and accompaniment of folk-like simplicity 
2Ibid. , p . 249. 
PERGOI.Esn~ Livietta e Tracollo, Act II: Livietta'·s Aria 
-~MUSIP.4~ 
r....o:...:~iil II .._ Ne, I 
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Ex. ·Ill 
. 
l 
........... A. 
..... 
where, within a modest range, the composer has given us a 
fine illustration of what was to be a refreshing innovation 
in operatic music. 
/ 
II. OPERA COMIQUE 
A performance of Pergolesi 's "La Serva Padrona" 
(1733) in Paris in August of 1752 gave rise to a famous 
dispute. The forces of "classic" opera with its conven-
tional plots were attacked by those to whom the natural-
ness and simplicity of Pergolesi's opera buffa were a 
rallying point. Lacking, as it often did, a plot which 
was either heroic or mythical in character, opera buffa 
"' found champions among the adherents of opera comique who 
concerned themselves similarly with~ories involving the 
common people. They sought to combat the artificiality 
of both libretto and music with simple, appealing plots 
which were immediately understandable and music which was 
immediately singable. Jean Jacques Rousseau (1712-78), 
in particular, was a leader of this group and went so 
far as to compose a successful "pastoral opera" of his 
own called "Le Devin du Village" (1752). As is so often 
the case, the violent dispute changed but little; the 
artificial mythical characters of ancient Greece were 
8 
replaced by equally artificial (and, in time, equally 
mythical) peasantry.3 
/ The French opera comique had actually originated 
in the 1660's under Lully and Moliere; and, by the middle 
of the eighteenth century, a number of distinguishing 
features were appearing which served to separate the opera 
comique, not only from opera seria, but also from the 
Italian opera buffa which was one of its models. 
; The opera comique retained spoken dialogue as in 
the old vaudevilles, and could thus be accurately referred 
to as comedie melee d'ariettes--a spoken comedy mixed with 
songs. Newly composed music was used as opposed to the old 
practice of interpolating popular or traditional melodies. 
There was a greater variety of plot subject matter and an 
idealized pastoral story was often used; into these plots, 
too, criticism of the social order as well as other advanced 
ideas of the day were often introduced. Finally, a type of 
brief orchestral background music made its appearance from 
; 
time to time, and all opera comiques ended with a vaude-
ville-type strophic song with refrain. 4 
In addition to Rousseau, composers, such as Francois 
Andre Danican-Philidor (1726-95), Pierre-Alexandre Monsigny 
3paul Henry Lang, Music in Western Civilization, New 
York: W. W. Norton & Company, !941, p. 549. 
4Grout, ~· cit., pp. 257-8. 
9 
(1729-1817), Charles Simon Favart (1710-92), his wife, 
Marie-Justine-Benoiste Duronceray Favart (1727-72), and 
Andre-Ernest Modest Gretry (1741-1813) were prominent in 
this field. An excerpt from Gretry's "Zemire and Azore" 
is an example of the quality of these works (Ex. #2). 
III. BALLAD OPERA 
The strongest influence on the Hiller operettas, 
however, came from England which, in the early part of the 
eighteenth century, saw the rise of a "popular" opera 
called ballad opera. Street songs of the day and even 
snatches of more serious music were introduced into plots 
whose principle function was to satirize the more preten-
tious Italian operas, or to retell, in the language of the 
common people, some commonplace tale of lower class life. 
These plots often contained thrusts at certain vulnerable 
politicians of the day; a type of pointed wit which con-
tinues in English musical life to the works of Gilbert 
and Sullivan. 
In its earliest days, the words of the ballad opera 
were generally fitted to existing music. One of the first, 
and certainly the most successful one of all, was "The 
Beggar's Opera" (1728) by John Gay (1685-1732). This opera 
contained music which ranged from well-known ballads of the 
day to a march from "Rinaldo" by George Frederick Handel 
10 
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(1685-1759). The popularity of "The Beggar's Opera" has, of 
course, endured to the present time, and performances of it 
with the original musical selections or with new music by 
composers of a later time continue to be given. 
The great success of this opera provoked a host of 
imitators to follow in Gay's steps, and in the next few 
years, hundreds of ballad operas made their appearance. 
Popular demand for new melodies drove composers to make 
new settings of old plots or of stories appropriated from 
French and Italian sources. Dr. Thomas Arne (1710-68), a 
celebrated composer of the time, created a number of ballad 
operas. From "The Cooper"--a comic opera borrowed from the 
French*--two selections demonstrate the type of melody 
which one can find prevailing in this form (Ex. #3 and #4). 
Ex. #3 
Arne: "The Cooper" (Fanny's Air) 
Oh yes I've observed that in the absence of thee 
He lays down his work to gaze fondly at me . . . 
*"Le Tonnelier" by Audinot and Quetant 
13 
Ex. #4 
Arne: "The Cooper" (Colin's Song} 
... '41- I 
r-tt 
Oh the little cunning lassie, she has stole my heart 
away 
·• 
-H- - • •• 
- ... 
• .u. ... • I ., 
., 
• .JJ. ... • I i " .. I I~'!'" I ,. -.. --. ,.., I ,, I I I 
1\. 
"' 
I I I ~ 
-
--. 
\ I r I 
The words of these two examples provide a more than 
sufficient clue as to the general nature of the plot. Very 
characteristic, too, of the English ballad-opera is the 
syllabic setting of the text. 
But the one who was to give the$rongest impetus to 
the rise of the Hiller operetta was Charles Coffey (d. 1745). 
Two selections from Coffey's "The Beggar's Wedding" (1729) 
demonstrate again the type of melody which the public of the 
day expected and found in their popular operas. And again, 
the words convey the simple problems which occupied the 
characters at the moment. (Ex. #5 and #6) 
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Ex. #5 
Coffey: "The Beggar's Wedding, 11 Act I, Air #3 
The youth whom I to save would die 
, I ,--, 
......-1 
r I 
I 
" 
....,. 
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Ex. #6 
Coffey: "The Beggar's Wedding , " Act I, Air #4 
The fish in innocence secure 
1$*~4 I I ,Q , , I f ~ f , 1 I 
I@~ j ~ I I r J I , , I J I I 0 · 
I ..L 
" 
It was the phenomenal success of the performances in 
Germany with German translations of two other ballad operas 
by Coffey, "The Devil to Pay" and "The Merry Cobbler," 
which finally came to the attention of German composers 
I 
-. 
--. 
-. 
I 
and the directors of German theatrical troupes. In 1743, 
1752, and in 1759, Coffey's "The Devil to Pay" was given 
in Germany with great success. On the last two occasions, 
new music had been prepared by the German composer, Johann 
Georg Standfuss {ca. 1720-56). In 1766, another new ver-
sion of the opera with new music by Johann Adam Hiller was 
produced in Leipzig; and from that time forward, the des-
tiny of the Singspiel was assured. 
The Singspiel, itself, took two distinct trends in 
spite of the various outside influences. First, regardless 
of the varied origins of the plots, it was set to music of 
a clearly national, folk-song like character. Secondly, 
this music was exceedingly simple, limited in range, and 
devoid of excessive ornamentation because it was largely 
to be sung by actors with little training in music and per-
formed by instrumentalists of only moderate ability. 
Burney speaks of a performance of a Gretry work ("Le 
Deserteur"} in Leipzig as being "all out of tune, out of 
time, and vulgar."5 
15 
It was for the vast, new rising middle class that the 
Singspiele were designed and it was these merchants, shop-
keepers and professional people of moderate means who 
5charles Burney, The Present State of Music in Germany, 
the Netherlands, and United Provinces, London: Becket and 
Company, 1773, Vo~II, p. 77. 
16 
flocked to the first performances. It was their enjoyment 
of the sentimentality of the plots, their laughter at the 
unsophisticated comedy, and, above all, their quick response 
to the music which put the strong stamp of public approval 
on these early works. The bands of strolling players or 
popular resident companies who first performed Singspiele 
utilized popular songs and folk-songs in particular. And 
when, as in France and England, a demand for new music 
arose, it was met in the 1760's and 1770's by Johann Adam 
Hiller. 
CHAPTER III 
I. JOHANN ADAM HILLER (1728-1804) 
Johann Adam Hiller was born on the twenty-fifth of 
December, 1728, in the little village of Wendischossig near 
Gorlitz. His father, Johann Christoph, had used the 
spelling "Huller," but about the year 1763, Hiller, to 
prevent mispronunciation, had changed the spelling using 
i instead of u. 1 Johann Christoph was a cantor and so 
Johann Adam had the advantage of an early introduction to 
music which was, however, cut short by the death of his 
father when the boy was six years of age. 
The most important part of his youthful training 
took place in Dresden where, from 1747 to 1751, he was in 
the Kreuzschule. His principal teacher here was Gottfried 
August Homilius (1714-85) from whom he had instruction in 
keyboard and figured bass; there were also lessons with 
the oboist Schmidt (in flute-playing), and Karl Friedrich 
Abel (1725-87), the celebrated performer on the viola da 
garnba. Most important of all was the opportunity which 
the young Hiller had of hearing performances of works by 
Johann Adolf Hasse (1699-1783). 
lAlfred Einstein (ed. ), Lebenslaufe deutscher Musiker, 
Band I, Leipzig, C. F. W. Siegel 1 s Musikalienhandlung, 1915, 
p. 5. 
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First appointed Kapellmeister and opera director at 
Dresden by August II in 1731, Hasse and his wife, the famous 
singer, Faustina Bordoni (1693-1781), travelled to Venice, 
Milan, London and Naples on leaves of absence. However, by 
1739, they had settled in Dresden to stay and were, until 
they left in 1763, great popular favorites. 
In the notes to Hiller's autobiography, Alfred Einstein 
says, "Hasse was always the musical ideal of Hiller;" 2 and, 
considering Hasse's reputation as well as his popular success 
at the time, Hiller's admiration is understandable. Grout 
speaks of Hasse as "acclaimed by public and critics alike 
in all countries as the greatest living composer of vocal 
music."3 While admitting that Hasse is without dramatic 
insight and uninterested in the instrumental parts of his 
operas, Grout believes that the requirements of his 
librettos (which called only for agreeable and singable 
music) were completely understood and fulfilled. The da 
capo aria, which Grout finds at its highest point of 
development in Hasse, is the model upon which Hiller 
constructs his arias. The Hasse model is roughly as 
follows: 
2Ibid., p. 33. 
3Grout, ~· cit., p. 210. 
A: ritornello I 
ritornello II 
cadenza 
ritornello III 
B: one section 
dominant cadence 
a development of the first with 
extended passages 
1) development of A or 
2) contrast with A 
A: without ritornello I, additional improvised 
coloraturas and a longer cadenza 
From Hasse's "Arminie," Act I, Scene VII, Tusnelda's 
aria at once displays those features which Hiller must have 
19 
found most attractive. This short lento which falls between 
the larger allegro (A) sections leaves the range of one 
octave only twice and then very briefly. Within the A 
sections, it is true, there are coloratura passages of 
considerable difficulty, but Hasse's Neapolitan background 
gives way to the impulse to create a melody of folk-like 
charm as a contrasting B section (Ex. #7). 
With Hiller, the da capo aria is often somewhat 
varied. As Calmus describes it, the aria 
. has the well-known three-part form, yet with the 
difference that the da capo will not be exactly repeated. 
The third part only begins as the first and will then, 
however, change and shorten4to the end. Hiller had admired this form in Hasse. 
The instrumentation of the aria from "Arminie" is as 
follows: 2 flutes, 2 oboes, 2 horns, violins I and II, 
viola, bass, and cembalo. Throughout the entire section, 
4calmus, £~?_. cit., p. 76. 
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Ex. #7 
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the voice is virtually never without the support of flutes 
and/or violins--either at the same pitch level or at the 
octave. The harmony, clearly in c minor for the words, 
"All . will I forget and forgive . , " goes 
to a serene Ab major for "love and truth are dearest to 
me . II 
Here, then, are some of the elements of Hiller's 
work; but a number of ingredients remain to be added: 
the German language, the less pretentious plot, the sub-
stitution of dialogue for recitative and the spark of 
inspiration to combine them all into a popular form. 
Of Hiller's admiration for Hasse, there can be no 
doubt. In his autobiography, he describes how, in a few 
months, he copied out for himself seven full scores of 
operas by Hasse because he "could not otherwise obtain 
them."5 This copying was accomplished after the regular 
long hours of study and work, and it was done in a numbing 
cold that only weakened his health which was never of the 
best. 
In Dresden, also, Hiller came to know the works of 
Karl Heinrich Graun (1704-59) for which he retained a 
life-long admiration. 
5Einstein, ~· cit., p. 10. 
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Very little of Hiller's music survives from this 
period; he mentions a small number of pieces: a few four-
voiced choral-arias, several cantatas and instrumental 
pieces, several songs, and so on. Speaking of this period, 
he writes: "It was never my intention to dedicate myself 
entirely to music. I had intended to study law ... "6 
In 1751, Hiller went to the Akademie in Leipzig for 
his law studies. However, he continued through necessity 
to take part in concerts as a pianist, flautist and viol-
inist; and eventually he determined that music would be 
his life-work. "The masters Bach (Philip Emmanuel), Benda 
(Georg), Quantz (Johann Joachim) and others are guilty, 
that I never ventured from this career."7 
In the year 1754, he left the Akademie and in the 
month of August took charge as tutor in the household of 
Heinrich Adolph, Count Bruhl. In 1758, having returned 
to Leipzig with his pupil, he decided for reasons of 
health to remain there. 
23 
For the most part, the remainder of his life was spent 
in Leipzig where he revived the city's musical activities 
after the Seven Years War and encouraged the growth of a 
6 Ibid., p. 12. 
7 Ibid., p. 14. 
number of musical enterprises, some of which are still in 
existence. In 1765, Hiller married Christiana Eleonora 
Gestwitz. Two daughters, Henriette (b. 1766) and Wilhel-
mine (b. 1769), were trained as singers, and his eldest 
son, Friedrich Adam (1767-1812), was a musician and 
composer. 
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A partial list of his activities during these remain-
ing years in Leipzig shows his indefatigable nature where 
the cause of music was concerned: 
1. 1763-78, he conducted the Liebhaber concerts. 
2. 1771, he founded a singing school. 
3. 1775 and on, he gave oratorio performances. 
4. 1776, he concentrated these enterprises in the 
new Gewandhaus hall where he continued 
as conductor until 1785. 
5. 1786, he promoted a performance of Handel's 
"Messiah" which he greatly admired. 
6. 1789-1801, he was cantor at Thomasschule (a 
position once held by J. S. Bach). 
On July 1, 1766, he began publication of the earliest 
German musical periodical featuring news and reviews. This 
little magazine which appeared regularly until 1770 was 
aimed at the layman interested in music. The Wochentliche 
Nachrichten und Anmerkungen, die Musik betreffend reported 
and criticized musical events and new music rather than 
relying upon scholarly articles. Of course, as time passed, 
this type of reporting has become an important department 
in major newspapers and magazines in all countries. 
Hiller also wrote a number of books dealing with 
mus~c in general and singing in particular: 
1. Abhandlung von der Nachahmung der Natur in der 
Musik, 1753. 
2. Anweisung zum musikalisch-richtigen Gesange, 
1774. 
3. Anweisung zum musicalisch zierlichen Gesange, 
1780. 
4. Kurze und erleichterte Anweisung zum Singen, 
fur Schulen in Stadten und Dorfen, 1792. 
5. Anweisung zum Violinspielen, fur Schulen, und 
zum Selbstunterrichte, 17--. 
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In addition to writing on music, Hiller edited a 
number of fine collections, including Musikalische Zeit-
vertreib, a collection containing some German and Italian 
duets which was published in 1760, and Vierstimmige Motetten, 
a six-volume collection containing motets and published in 
the years 1776 through 1791. 
It is curious to discover that Hiller was inclined 
towards hypochondria, a common complaint of those times. 
This weakness created a bond of friendship between him and 
the young Christian Gottlob Neefe (1748-98) who was also 
so inclined. However, regardless of his illness and in 
spite of the multitude of musical projects in which he was 
engaged, Hiller found time to encourage the work of Neefe 
and other contemporaries. 
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Neefe says: 
A close friendship between Hiller and myself developed 
as a consequence of my condition ... where can one find 
a music-lover who does not know and adore this intelli-
gent, tasteful and sensitive composer ... where can one 
meet an ingenious performing artist who does not value 
him! I have never seen such all-out patronage of his 
art as practiced by him. He used his financial means 
and exhibited the most glowing fervor in subsidizing 
young talent, helping it develop and promoting it ... 
Hiller also used his influence to improve my economic 
status . . . . He ... asked me to collaborate with 
him on his operetta "Der Dorfbarbier," and mentioned 
me favorably in his weekly musical notes and comments 
. . . . He further promoged the publication of some 
of my later compositions. 
Already quite famous, and busy with a dozen projects, Hiller 
still found time to encourage and (what is more important) 
materially assist a young, unknown musician. That Neefe's 
contributions to music are relatively slight is unimportant; 
many more celebrated composiers, Mozart and Schubert, to 
mention two, have had strong need of such a friend and 
benefactor. 
Concerning Hiller, the performing artist, evidence 
is mixed. Certainly, he must have had organizational powers 
which, combined with a natural musicianship, permitted him 
to undertake successfully such a variety of projects relat-
ing to the profession of music. But Burney, while speaking 
in the most glowing terms of Hiller's intelligence and his 
8Paul Nettl, "Forgotten Musicians," New York: Philo-
sophical Library, 1951, p. 254. 
popularity as a composer, feels that he might have achieved 
better results as a conductor if he "had chosen to bounce 
and play the tyrant a little."9 
Much as Hiller admired and championed the work of 
I 
Handel, he also yielded to the temptation to "improve" the 
scores. J. D. Shedlock describes this: 
27 
Among the various works, he arranged several oratorios 
of Handel. He touched them up so as to bring them more 
in harmony with the changes which had taken place in the 
compositi~8 of the orchestra since the death of the 
composer. 
The extraordinary forces used in Hiller's 1788 per-
formance of "The Messiah" speak for themselves. The total 
number of performers was 401; in addition to a chorus of 
259 singers, the remarkable orchestra consisted of the 
following: 52 violins, 11 violas, 12 cellos, 12 contra-
basses, 8 flutes, 11 oboes, 4 clarinets, 10 bassoons, 8 
horns, 7 trumpets, 4 trombones, and a keyboard instrument! 
Similar changes were introduced into Hiller's German 
edition of Handel's "Jubilate;" and he prepared abridged 
versions of Hasse's "Pilgrimme auf Golgatha," Graun's "Tod 
Jesu" and Haydn's "Stabat Mater," as well as a four-part 
arrangement of Pergolesi's "Stabat Mater"! 
9Burney, ~· cit., p. 73. 
lOJ. D. Shedlock, "Mozart, Handel and J. A. Hiller," 
Musical Times, August 1, 1918, p. 371. 
Following shortly after Bach as cantor at St. Thomas 
in Leipzig, Hiller did little to keep alive the reputation 
of that great composer. His attitude is described by 
Charles Sanford Terry: 
Bach's fame was gravely prejudiced by German Handel-
worship, which the first performance of "The Messiah" 
at Leipzig in 1786 stimulated. Johann Adam Hiller, 
Bach's third successor in the Cantorate of St. Thomas 
was largely responsible. He neglected, even belittled, 
the treasures of rach's art which the library of St. 
Thomas contained. 1 
Albert Schweitzer also mentions Hiller's lack of regard for 
Bach: 
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... Hiller became cantor at St. Thomas's, Leipzig, in 
1789, where for ten years he worked for Handel and his 
own teacher, Hasse, as if a J. s. Bach had never existed 
... it did not occur to him to publish the few can-
tatas of Bach that lay in the musical library of the 
cantorate, but only to issue the finest pieces from 
Hasse's f~alian operas, with a German church text added 
to them. 
Being a man of his time, Hiller felt, with many other fine 
musicians of that era, that Bach was "old-fashioned". 
Schweitzer mentions that for Johann Friedrich Reichardt 
(1752-1814), "the greatest critical authority of that 
epoch, old Bach ranks considerably below Handel .... "13 
llForkel, Johann Nikolaus, Johann Sebastian Bach, his 
Life Art and Work, with notes and appendices by Charles 
Sanford Terry-;-p. xxx. 
12Albert Schweitzer, J. s. Bach, London: Adam and 
Charles Black, 1947, Vol. I,-p.-23~ 
13rbid., p. 230. 
Hiller's tampering with Handel's scores, his perfor-
mances of them with unwieldy groups of players and singers, 
began a practice which has continued to our own time. 
Mozart also touched up the Handel score of 11 The Messiah, 11 
but it has been said that whatever was bad in Mozart's 
revision may have been the work of Hiller. 14 While one 
can deplore Hiller's attitude towards tampering and adjust-
ing the scores of other composers, one must also regard his 
efforts in behalf of the compositions of his contemporaries 
as a balancing factor. 
In 1801, Hiller resigned as cantor at St. Thomas and 
lived quietly in Leipzig until his death on June 16, 1804. 
He was buried in Johannisfriedhof; and, a few years after 
his death, a monument was erected in his memory by his 
grateful pupils, the Podleska sisters. It was dedicated 
11 to their unforgotten teacher and fatherly benefactor 
II. HILLER'S APPROACH TO SINGSPIELE 
Early in the year 1766, the director of the German 
Theater in Leipzig, Gottfried Heinrich Koch (1703-75), 
29 
II 
asked Hiller to compose some music for a new production of 
11 Die verwandelten Weiber" which had been revised by c. F. 
Weisse. Koch's long and successful career covered forty-six 
14shedlock, ~· cit., p. 371. 
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years in the theater; twenty-four of these years were spent 
as director of his own company of actors who travelled 
between Leipzig, Weimar, Dresden, and Berlin. Hiller agreed 
and, as he says, "my first effort in this direction had the 
good fortune to please." 15 
Hiller's approach to composing the operettas is 
clearly set forth in his autobiography: 
The theater had no real singers, but rather some who 
had naturally passable voices and a little understanding . 
. . . I easily thought to bring these actors little by 
little somewhat nearer to being actual singers. With 
this in mind, I wrote the operetta "Lisuart und Dario-
lette" to words by Schiebler. Unfortunately, Koch did 
not share the same view; he maintained that all must 
be so modest and easy that each spectator should be 
able to sing with it, if need be. I gladly admit that 
Koch was not entirely wrong, if the operetta contains 
merely scenes out of the lives of the lower classes. 
Of course, a farm-girl should not sing aria di bravura 
of an Italian opera heroine, and an Astoph in"Lottchen 
am Hofe," a king in "Die Jagd" also cannot walk on the 
stage with the songs of a farm-girl .... This dif-
ference of character I have had in mind at all times 
in all the rural scenes which our Weisse has created 
with so much skill; still, however, I have always 
seen that the form of the arias t~gmselves do not 
differ too much from one another. 
In the last point, regarding form, lies the secret of one 
of Hiller's most unique contributions to the history of 
light opera; namely, he is able to utilize a form hitherto 
devoted to expressions of the grandest sentiments. 
15Einstein, ~· cit., p. 23. 
16Ibid., pp. 23-24. 
Many of the elements of Neapolitan opera, so strong 
in Hasse, remain apparent in Hiller. This is particularly 
true of the orchestral accompaniments where violins and/or 
oboes play in unison with the voices. But the aria, as 
such, the great feature of Neapolitan opera, takes on an 
expressive quality and a dramatic importance which neces-
sarily make mere vocal display a relatively unimportant 
feature. 
III. CHRISTIAN FELIX WEISSE 
The poet who revised the libretto of "Die verwandel-
ten Weiber" and who created the librettos of the greater 
part of the Hiller operettas to follow was Christian Felix 
Weisse (1726-94). Weisse must have had a considerable 
influence upon Hiller, and the librettos which he provided 
31 
had much to do with the success which the operettas enjoyed. 17 
The poetry of Weisse had a simple, graceful charm which 
found a strong echo in the music of Hiller. Both men 
could approach with great understanding and sympathy the 
romantic and sentimental flights of fancy so characteristic 
of the world of comic opera. It was Weisse who pared away 
some of the crudities of the English and much of the arti-
ficial sophistication of the French libretti. 
17Grout, ~· cit., p. 265. 
In Paris, in 1763, Weisse had heard much of the 
Theatre Italien but 
. no pieces pleased him better than the little 
Favart comic operas. These did not seek, as with the 
Italian pieces, to excite loud laughing through farcial 
events and great caricature, but, on the other hand, 
put into the mouths of the singers easy little songs 
of nature which were fairly appropriate in the execu-
tion of a simple tale mostly concerned with country 
people. These chansons were of such a comprehensible 
and singable melody that the public very quickly 18 learned them and were able to sing them afterwards. 
Weisse and Hiller extended their collaboration to 
producing not only operettas, but also albums of songs. 
Their "Lieder fur Kinder" was first published in Leipzig 
in 1769, and from it, the selection "Morgenlied am Sonn-
tage" is reproduced. Here, as in the operettas, the two 
artists work well together; the setting of the devotional 
text is as simple and direct as the words themselves. 
(Ex. #8) 
Speaking once concerning the appearance of an album 
of folksongs compiled by another poet and composer, Hiller 
said, "Weisse and I have not boasted . . . but our songs 
are really national, and will be sung by the people of 
Germany. "l9 
32 
l8christian E. Weisse and Samuel G. Frisch, Christian 
Felix Weissens Selbstbio~raphie, Leipzig, Voss, 1806, p. 102. 
19Ibid., p. 325. 
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In addition to Weisse, Hiller worked with a number of 
other librettists; and all of them drew their texts largely 
from French sources. In Table I, page 1, Vol. II, the 
librettists of the various operettas are listed together 
with (wherever possible) the text sources. 
IV. HILLER'S ORCHESTRATION 
In discussing Hiller's orchestration, it must be 
remembered that it was largely determined by and created 
for musicians of limited technique. Designed to support 
rather than accompany singers who were by profession actors, 
it was forced to accomplish two very basic tasks: (1) the 
melody line of the vocalist was to be almost continually 
duplicated (at the same pitch level as often as possible) 
by one or more instrumental groups, (2) rhythmic complexi-
ties were to be avoided and a firm strong beat was to be 
projected by the instruments best qualified to do so. 
With these limitations, Hiller is able to make only 
the most tentative efforts at providing distinctive orches-
tration and even the purely orchestral interludes in the 
operettas are few in number. 
For the most part, Hiller confines his instrumenta-
tion to an almost purely classical orchestra: 2 flutes, 2 
oboes, 2 horns, first and second violins, violas, basses, 
and cembalo. This is the orchestra he uses in the overture 
to "Der Aerndtekranz" (Ex. #34). To these are sometimes 
added trumpets, bassoons, and/or tympani; in other works, 
one or more groups may not be used. 
Doublings are frequent and flutes, oboes and second 
violins may be doubled with the first violins while the 
violas and the bassoons may double the bass. 
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Instrumental solos are rare and are usually given to 
a solo flute, oboe or violin as in the minuet from "Die 
Jubelhochzei t" (Ex. #40b). The solos, themselves, are not 
always designed for a specific instrument but, on the other 
hand, several of them are marked as being for one of two 
instruments as, for example, the first number of "Die Muse" 
which is marked "oboe o flauto solo". Rarer still, are the 
special effects, such as the pizzicato string imitation, of 
a lute also in the first number of "Die Muse". On the other 
hand, the full orchestra is always called in for the final 
chorus. 
CHAPTER IV 
I. DIE VERWANDELTEN WEIBER 
"Die verwandelten Weiber" was first performed on 
May 28, 1766, with a revised text by C. F. Weisse based 
upon Charles Coffey's "The Devil to Pay". In the intro-
duction to the published edition, Hiller relates that he 
endeavored to retain those airs of the earlier (1752) ver-
sion which had pleased the public and which "were also 
able to please me." 1 He is careful to give credit to 
Standfuss where his airs are retained, and makes notes 
of those which he (Hiller) has newly composed. But the 
overture, or sinfonia, is completely new and only thirteen 
airs of Standfuss remain in a total of thirty-eight. 
Charles Coffey was an Irishman and in dedicating 
"The Devil to Pay" to the Duke of Dorset, he congratulates 
Ireland on the happiness it is going to receive from "his 
administration". There are eleven characters in the ori-
ginal play with eighteen musical numbers scattered through-
out the text. The drama can be traced to Sir Philip 
Sidney's "Arcadia" from which Thomas Jevon (an obscure 
playwright of the reign of James II) extracted a play 
called "The Devil of a Wife". 
1Johann Adam Hiller, Die verwandelten Weiber, 
Leipzig, Junius, 1770, p. 3.---
The original plot of "The Devil to Pay" tells of a 
shrewish wife married to a kindly nobleman. This lady 
incurs the wrath of a local doctor-magician who, through 
magic, has her change places with the wife of a rough 
cobbler. There are the expected comic interludes with 
all being put to rights by the magician at the end and 
with good lessons having been learned by all. 
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In Weisse's translation, there are twelve characters, 
nine of whom have singing parts; and there are, in addition, 
various servants, subjects and neighbors of Herr von 
Liebreich as well as some ghosts(!). The number of 
musical interludes has been more than doubled demonstrat-
ing, at once, that the emphasis in this German version 
will be as much upon the musical as upon the comical 
aspects of the play. 
This concentration upon the purely musical portion 
is to be combined, in the works of Hiller and Weisse, with 
a determination to retain the folk-like aspects of the 
music and lyrics. This cannot be regarded as "playing 
down" to the listeners as much as it is an attempt to 
give expression to nationalistic folk-song and poetry. 
The melodies which Coffey chose for "The Devil to 
Pay" were largely popular tunes of the time. The first 
air, for example, originally bore the curious title: 
"The Twi tcher 11 ; it is set to the words: "He that has the 
best wife, she's the plague of his life." 
Ex. #9 
However, the second air seems to have been selected 
with more care; called originally 11 Fie, nay pr'ythee, 
John", it is set to the text: "'Tis, I vow and swear, 
very cruel, dear, that I must not be allow'd to talk." 
Ex. #10 
The doctor-magician summons his ghosts to the tune 
of "The Spirit's Song in Macbeth"; and the final chorus, 
"Let ev'ry face with smiles appear, be joy in every 
breast 11 is set to the melody of "Hey boys up go we." 
38 
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Ex. #11 
Among the Standfuss airs which Hiller chose to retain 
in "Die verwandelten Weiber" is the song of Jobsen quoted in 
Schering's Geschichte der Musik in Beispielen. 2 While it is 
an exceedingly simple melody which either moves along the 
steps of the scale or outlines the basic harmony, it does 
illustrate two very basic differences from the English 
ballad opera which are to become characteristic of the 
German operetta: (1) the melody is composed for the occa-
sion and (2) there is a definite attempt at melodic charac-
terization. 
In this song of Jobsen (as well as in the next 
example), there is a note for each syllable of the text--
in the style of the ballad opera. This is a practice 
which did not long continue in the Singspiel as Hiller 
and other composers quickly sought to raise the musical 
quality of their efforts. 
2Arnold Schering, Geschichte der Musik in Beispielen, 
Leipzig: Breitkopf and Hartel, 19317:P. 467. ---
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In "Ohne Lieb und ohne Wein" from the same operetta, 
we have an excellent example of the folk-like melodies 
which were to become Hiller's trade-mark. The form is 
simply A, A, B, A. Within the B section, we find the most 
movement, the high vocal point--a carefully prepared con-
trast for the A when it returns. By not repeating the A 
at the end, the descent from the high point is hastened; 
in short, we have here a classic model of the folk-type 
-::: 
song which was to become so popular in the nineteenth 
century. The range is slight--only once, briefly, touch-
ing a ninth. Like many other Hiller melodies, "Ohne Lieb 
und ohne Wein" has almost attained the status of a folk-song 
:::-
and it is frequently reprinted in various collections, such 
as that of August Hartel.3 (Ex. #13) 
The form of the overture is one which is to be used 
in virtually all Hiller's works of the type: an allegro 
di molto, an andante, and a finale allegro assai. While 
he followed the models of his Italian contemporaries, 
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Hiller made efforts at greater unification of the overture 
through: (1) the use of linking passages between movements, 
(2) the use of a transition passage between the end of the 
final movement and the opening scene. Hiller does not use 
these devices consistently throughout all the overtures, 
but they do occur frequently. Comparing his overture 
style with that of his Italian contemporaries reveals that 
his is more complex harmonically, more varied in orchestra-
tion, and more polyphonic. 4 
The opening allegro preserves the bare outlines of a 
sonata-allegro form: one, two, or even three themes (some-
what contrasting in character) are presented in conven-
tional key relationships. The development, if such it can 
be called, covers barely a few measures to be followed by 
3August Hartel, ed., Deutsches Liederlexicon, 
Leipzig: Philipp Reclarn, 18--, p. 452. 
4Herbert Livingston, The Italian Overture from 
A. Scarlatti to Mozart, Rochester: University of~hester 
Press, 1958, p. 34. 
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a recapitulation in the tonic key; the whole is often rounded 
off by a codetta, a brief flourish to emphasize the cadence. 
If the second movement is to follow without pause, as is 
sometimes the case, the cadence will be on the dominant (or 
sub-dominant, as the case may be) to prepare for the follow-
ing andante. This andante will generally have but one theme 
in a large ABA form, the B section being a type of miniature 
development in which the theme is played in closely related 
keys while undergoing little or no change. The finale move-
ment is in rondo or a modified sonata-allegro form. 
"We have before us essentially no overture, but a 
small symphony in three movements," says Klob,5 and for 
certain of the finer overtures, this claim cannot be said 
to be exaggerated. 
The title page, cast of characters, and list of 
numbers composed by Hiller for this first operetta are 
as follows: 
5Karl Maria Klob, Geschichte der deutschen komischen 
Oper, Berlin, Harmonie Verlagsgesellschaft ffir Literatur 
una-Kunst, 1903, p. 18. 
Die verwandelten Weiber 
oder 
Der Teufel is los, 
Erster Theil 
eine comische Oper in drey Aufzugen 
herausgegeben von 
Johann Adam Hiller 
Leipzig, bei Johann Fr~edrich Junius, 1770 
Singende Personen 
Herr von Liebreich, ein Landedelmann 
Frau von Liebreich, dessen Gemahlinn 
Jobsen Zeckel, ein Schuslicker 
Lene, dessen Frau 
Microscop, ein Zauberer 
Der Kellner, und 
Der Koch, dess Herrn von Liebreich 
Hannschen und 
Lieschen, ein paar Madchen der Frau von Liebreich 
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SINFONIE: Allegro di molto (C); Andante (G); Allegro assai (C) 
# 2 Lene: Immer Bier, immer Bier und Brandtewein 
# 3 Lene: Wir sind ja auch von Fleisch and Bein 
# 4 Lene: Ohne Mllh ist selten Brodt 
# 5 Lieschen: Ist das sin schon Gesicht 
# 6 Der Koch: Oh durst ich sie! wie wollt ich sie! 
# 7 Der Kellner: Erst legt ich sie gleich untern Hahn 
# 8 Hannchen: Krumm und lahm, Krumm und Lahm 
#12 Jobsen: Lene, singe du! Ich, ich trinke dazu 
#13 Lene: Ohne Lieb und ohne Wein 
#14 Der Edelfrau: Immer geschenket und immer gegeben 
#16 Lene: Verbietet nur etwas der Frau ihr guten Herrn! 
#18 Der Zauberer: Auf naht euch ihr dienstbaren Geister hinzu! 
#21 Jobsen: Laszt den Weibern nur den Willen 
#23 Lieschen: Wo sie ist, ist der Teufel los 
#24 Jobsen: Nieder! Nieder! Nieder auf die knie! 
#25 Jobsen: Urn Kirchthurm, schwatzen schon die Dohlen 
#26 Jobsen: Dass eine Frau sich mit dem Manne 
#27 Lene: Das is der Himmel, der Himmel sicherlich! 
#29 Lene: Madchen in der grossen Welt 
#32 Lene: Mir ist ich weiss nicht wie! 
#33 Jobsen: Was ich nicht weiss, macht mir nicht heiss 
#34 Jobsen: Kleider machen Leute, Kranze machen Braute 
#35 Lene: Ob mir die schonen Kleider stehn 
#37 Divertissement: Wenn eine Frau das Toch zerbricht 
#38 Schlusschor: Der Teufel ist ein boser Mann 
II. DER LUSTIGE SCHUSTER 
The astonishing success of "Die verwandelten Weiber" 
led to a production of a second part called "Der lustige 
Schuster" in the summer of 1766. This second part was 
based on another ballad opera by Charles Coffey called 
"The Merry Cobbler". To this operetta_, Hiller contributed 
seven numbers as well as a three-movement symphony. The 
fact that he composed only seven new numbers is_, perhaps_, 
an indication of the haste with which the partners wished 
to capitalize on their first success. 
Throughout his operettas_, Hiller made frequent use 
of marches and various dance forms (new and old) which 
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must have added greatly to the popular appeal of his works. 
The Siciliana (#16) of Frau Hammer_, "Ein junger eingebildter 
Narr", from "Der lustige Schuster" is an excellent example 
of his ability to utilize one of these dance forms for his 
own purposes. This air is one of a set of three comic 
pieces which Hiller composed for this operetta and its 
moderately slow pastorale character must have provided 
a fine element of comic contrast to the events of the 
play. (Ex. #14) 
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The title page, cast, seven numbers composed by 
Hiller are as follows: 
Der lustige Schuster 
oder 
Der Teufel ist los 
Zwenter Theil 
eine comische Oper in drey Aufzugen 
herausgegeben von 
Johann Adam Hiller 
Leipzig, bei Johann Friedrich Junius, 1771 
Singende Personen 
Herr Hans von Liebreich, ein Landedelmann 
Jobsen Zeckel, Schuhflicker, ein Unterthan des Herr von 
Liebreieh 
Nickel, Schuhkneeht 
Frau von Liebreich 
Lene, Jobsens Weib 
Frau Schnips, des Schneiders l 
Frau Zange, des Schloffers Frau. 
Frau Hammer, des Schmidts 
SINFONIE: Allegro non troppo (G), Allegretto (e), 
Allegro di molto (G) 
# 9 Nickel: Welch eine Welt! hat man kein Geld 
#11 Nickel: WUnscht ein junger Herr allein bei einer 
junger Frau zu seyn 
#12 Lene: Nicht in glanzenden Pallasten 
#14 Frau Schnips: Es war einmal ein reicher Man 
#15 Frau Zange: Ein grosser Herr, ich glaube gar 
#16 Frau Hammer: Ein junger eingebildter Narr 
#25 Jobsen: Welch schoner Anblick! 
"Der lustige Schuster" is the only Hiller operetta 
for which he composed no ensemble numbers of any kind. In 
Table II, page 2, Vol. II, the operettas are broken down 
as to total number of musical selections and the distribu-
tion of ensemble numbers among these selections. 
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III. LISUART UND DARIOLETTE 
In the fall of 1766, Koch produced Hiller's "Lisuart 
und Dariolette 11 which had a text by Daniel Schiebler (1741-
1771) based upon Favart's 11 La Fee Urgele 11 • The first per-
formance on November 25 did not achieve the success of the 
two parts of 11 Der Teufel ist los 11 • 
Stimulated by the reception accorded to his first 
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two operettas, Hiller sought to make 11 Lisuart und Dario-
lette" a full-fledged opera, straining both the capabilities 
of his singers and the capacity of his audiences. Koch and 
the unfavorable public reaction forced Hiller to return to 
the simple style of his first efforts. But "Lisuart" is 
interesting, not alone because of its more ambitious 
musical aims, but also because of the curious history of 
its plot both before and after Hiller used it. 
It is a special characteristic of the late eighteenth 
century operatic world that plots were common property, so 
to speak. A relatively small number of basic stories were 
used with great frequency by composers of all nationalities. 
Copyright laws were, of course, unknown, and the ethical 
considerations which might restrict such widespread bor-
rowings today did not trouble the librettists of those 
times. 
Therefore, the skill and the originality with which 
the librettist retold a familiar story were strong factors 
in determining its success. In Schiebler and in Weisse 
(who worked with Hiller on the greater part of his oper-
ettas), Hiller had the collaboration of poets and writers 
whose skill in intriguing the public with words equalled 
his skill in pleasing them with music. 
In Calmus, we find the history of the plot of 
11 Lisuart"; it might well be considered typical. 
The text of the second German Singspiel comes again 
from England. However, it ... is first found in 
Chaucer under the title, "Tale of the Wife of Bath". 
This story Dryden took up in his Fables and translated 
into modern English. From there, Voltaire took it as 
a subject for a tale "Ce qui pla!t aux dames" in the 
"Contes de Vade" . . . and from that, three men 
created, at nearly the same time, the theme for a 
stage work; namely Loven agd Schiebler in Germany 
and Favart in Paris .... 
The story outline given by Calmus is roughly as 
follows: Queen Ginerva is lamenting the loss of her 
daughter, Dariolette. She gives to a knight of the round 
table, Lisuart, a picture of this daughter (with whom he 
immediately falls in love) and begs him to go with his 
servant, Derwin, to seek the princess. If they come back 
in a year without the princess, they must at least have 
6Georgy Calmus, Die ersten deutschen Singspiele von 
Standfuss und Hiller, Leipzig: Breitkopf and Hartel, 19Qff, 
p. 27. -
49 
the answer to a question: What does Womankind desire the 
most?" If they do not solve the problem or find the prin-
cess, they must lose their lives. 
The play begins with the return of both heroes; they 
have found neither the princess nor the answer to the ques-
tion. They meet an old woman who promises to give the 
knight the right solution to the question if he will pro-
mise to do all that she will demand from him; he agrees. 
Before the queen and the whole court, he answers the ques-
tion, and his life and that of his servant are spared. 
During the general celebration, the old woman appears and 
demands that he fulfill his promise and marry her, but he 
refuses. However, the old woman hands a note to the queen 
which says that Dariolette will reappear as soon as the 
knight keeps his promise; he then agrees to do so. As he 
unwillingly embraces the old woman, there is thunder and 
lightning, and the old one is transformed into the prin-
cess Dariolette. The Fairy, Serena, appears, explains all, 
and there is the usual happy ending.7 
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In many ways, this plot and that of "Die Zauberflote" 
are similar; each pair, Lisuart-Tamino, Derwin-Papageno, 
Dariolette-Pamina, have much in common. However, certain 
characteristics belonging to two people may be telescoped 
7calmus, 3£· cit., pp. 28-29. 
into one: for example, Papagena and Pamina are united in 
Dariolette as she is forced to appear in the guise of an 
old woman. The scene in which the hero falls in love with 
the princess, after having seen her portrait, forms part 
of the first scene of "Die Zauberflote" though it takes 
place before the opening of "Lisuart und Dariolette". 
Characteristics of the magical Queen of the Night are, 
on the other hand, apparent in both the Queen Ginerva and 
the Fairy Serena. While one cannot, in all honesty, claim 
a place next to Mozart's master-work for 11 Lisuart und 
Dariolette", the music of the latter has many points of 
genuine beauty and interest and its principle characters 
are, as we have seen, closely related. 
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The overture to "Lisuart und Dariolette 11 is the first 
to be written directly for the first performance--the two 
previous overtures were composed for the piano-vocal edi-
tions which were published after the first performances. 8 
The features of Hiller's vocal writing which give it a 
certain basic, simple charm are, in a sense, weakening 
factors in this overture as in many of the others. 
The overture is in three movements, played without 
pause: allegro ~ spirito, andante, and allegro assai. 
An examination of the harmony reveals at once that it 
8calrnus, ~· cit., p. 33. 
barely functions as a part of Hiller's purely instrumental 
writing. Jumping from tonic to dominant to sub-dominant, 
touching on a secondary dominant, or more rarely still, a 
diminished seventh chord, Hiller relies strongly on a 
repeating bass note--the root of the chord in most 
instances--or a chordal (Alberti) bass which has, in 
effect, the same result. 
If this harmonic sterility were relieved by genuine 
melodic invention, the symphonies might have some merit; 
but the melodies have been created with little else in 
mind than that they should ride easily on a dull harmonic 
framework and provide a busy, spritely opening for the 
operetta. As will be pointed out, there are a number of 
fine individual movements among the symphonies which are 
exceptions to these generalizations. 
One saving grace of the overtures lies in their 
{Ex. #15) use of dynamics. The opening of the third move-
ment of the overture to "Lisuart" with its rushing allegro 
assai rises from a piano to a forte in twelve measures. 
More often, there are sharp dynamic contrasts which may 
have served to cover to a certain extent the weaknesses 
of the harmony and melody. Contrasts of texture were made 
also; for example, in the first movement of the overture 
to "Lisuart", violins introduce the first theme, and the 
second theme appears in the oboes and flutes. 
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In all fairness to Hiller, it must be said that the 
extreme simplicity of these overtures may have been due to 
a very large extent to the limited abilities of the avail-
able performers. Burney found that these performers were 
very poor in Leipzig; we know that Hiller had to make do 
with less than satisfactory singers in many cases.9 The 
little that is said of the instrumental players enforces 
the conviction that they may not have been much better. 
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The first act opens with a women's chorus of charming 
simplicity; this is followed by three variations, sung by 
soloists, after each of which there is a repeat of the full 
chorus singing the original theme. In the first variation, 
the texture is lightened by an alteration of the bass line; 
the soloist varies the melody only slightly. A little imi-
tative section gives the middle part a greater interest 
while the piece as a whole holds to the original twenty-
five measures with a cadence on the dominant. In the second 
variation, the light texture is retained, harmonic interest 
is increased through the introduction of the relative minor, 
and the piece is extended some three measures to a cadence 
on e minor. With the third variation, the key changes to 
the tonic minor, and the piece is extended to thirty measures 
due largely to a sustained cadence on the dominant at mea-
sure 19. (Ex . #16) 
9Burney, 9.1?..· cit., p. 75. 
Lisuart und Dariolet te :· Overture, 3' rd movement 
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It can be seen here, as with the overture, that little 
daring or imagination are involved. But those aspects which 
were weaknesses in the overtures, are perfectly in keeping 
with the simple, folk-like charm of the melody. Greater 
composers might have composed more startling variations, 
but it is plain that it would be difficult to have this 
slight melodic creation sustain more intensive treatment. 
With the larghetto aria of the Queen, Hiller pro-
vides us with a superb example of his finest work. Inspired, 
as always, to create a more ambitious aria for an aristocra-
tic character, Hiller has worked within the frame of the da 
capo aria with considerable freedom to produce a noble and 
moving composition. (Ex. #17) 
Basically, the first large section (A) retains, for 
the most part, the key of £ minor asserted in the introduc-
tion, turning to Eb for the final few measures. The transi-
tion to the center (B) section ends on the dominant of Eb. 
But the Queen's broken phrases "wie lange . . . wie lange" 
are accompanied by chromatic descending passages in the 
inner voices of the accompaniment while the sustained bass 
pedal on Bb rises from a piano to a forte. Twice repeated, 
these eight measures lead to a section clearly in g. Here, 
the poignant phrases of the vocal part are echoes in 
various parts of the accompaniment in a passage whose 
texture is unusually contrapuntal. The opening (A) 
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section returns considerably shortened, but again in £ minor. 
There are simple, yet surprisingly effective, changes in the 
harmony as, for example, the sudden shift from IV to V/V at 
measures sixty-one and sixty-two where at a similar point 
in the first section the progression had been IV to II. 
The final few phrases of the aria are echoes in the 
accompaniment at measure sixty-four. The voice, for the 
first time, breaks the pattern of eighths and dotted six-
teenths or quarter notes which it has had throughout with 
a group of sixteenths beginning on G, the highest note of 
the aria and descending to a cadence on c minor. 
Considering this aria in relation to the one of 
Derwin which follows, the contrast becomes striking and 
those differences between high-born and low-born charac-
ters which Hiller sought to portray in his music become 
obvious. Derwin, servant of the knight, Lisuart, has a 
simple little tune--barely outlining the chord changes, 
in fact. Though the basic form is the same, the melody 
is firmly reinforced by the accompaniment throughout. 
The piece is well in character, but there is little that 
is memorable here. (Ex. #18) 
On the other hand, the knight's first aria is again 
a remarkably successful example of Hiller's best work. 
Here, the effect is achieved almost entirely by the vocal 
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line, and accompaniment and harmony are subservient to the 
soaring, almost florid, voice part. (Ex. #19) 
While "Lisuart und Dariolette" failed to fulfill 
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entirely Hiller's hopes for raising the light opera stan-
dards in Leipzig, and while it was by no means the popular 
success of his other efforts in this field, it remains his 
most ambitious and most significant operetta. In his choice 
of a celebrated and popular plot, in his strikingly success-
ful melodic characterizations, and in the wealth of original 
and graceful thematic material which he utilized for it, 
Hiller created in "Lisuart" a work whose high standards 
are seldom met and less frequently surpassed in the area 
of comic operas. 
Certainly one of the most curious and remarkably 
prophetic things about "Lisuart und Dariolette" is to be 
found upon the title page of the first edition of 1768 
where it is described as "a romantic-comic opera"! Of 
course, this is intended as a literal description of the 
events which transpire rather than as an attempt to give 
a broad definition of the opera as a whole. This title 
page, cast, and list of numbers are given below: 
Lisuart und Dariolette 
oder 
Die Frage und die Antwort 
eine romantisch-comische Oper 
in die Musik gesetzt 
von 
Johann Adam Hiller 
Leipzig 
gedruckt, bey Bernhard Christoph Breitkopf & Sohn, 1768 
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Personen 
Ginerva, Koniginn von England, Wittwe des Konigs Arthur 
Dariolette, Tochter des Koniginn, in der Gestalt einer 
alten Frau 
Lisuart, Ritter von der runden Tafel 
Derwin, desselben Wassentrager 
Quintaniona, l 
Madasine, H Olinde, Hofdamen und Rathinnen der Koniginn 
Leonore, 
Die Fee Serena 
Sylphen und Sylphiden, welche die Fee folgen 
SINFONIE: Allegro con spirito (D), Andante (G), 
Allegro assai (D) 
# 1 Chor der Damen: Vater vom Entzucken, Vater 
# 2 Erste Dame allein: Feld und Hayn zu schmucken 
(Der erste Chor wird vom Zeichen Wiederholt) 
# 3 Zwente Dame allein: Anmuth lacht den Blicken 
(Der erste Chor, etc.) 
# 4 Dritte Dame: Welche sanfte Schauer geisst sie in die Seele 
(Der erste Chor, etc.) 
# 5 Arie der Koniginn: Gieb grausames Geschick die Tochter 
# 6 Lied der Damen: Es war einmal ein Konigsohn 
# 7 Derwin: Die Prinzessin zu entdecken 
# 8 Olinde (and Derwin): Wenn Lisuart nicht vernunstiger 
spricht 
# 9 Madasine and Derwin: Ich seh dich in den Lufften schweben 
#10 Derwin: Wer wagt gewinnt, das ist schon was 
#11 Derwin: Glaubt es mir nein guter Ritter 
#12 Der Ritter: Bild, o Bild voll gottlich hoher Reize 
#13 Derwin: Bald die Blonde, bald die Braune 
#14 Die Alte: Die schone Morgenrothe 
#15 Die Alte: Endecke mir, du Trauriger 
#16 Derwin: Wir fragten uns ohn Unter 
#18 Der Ritter: Ach einmal wunsch ich nur 
#17 Die Alte: Ein guter Geist, der dich bewacht 
#19 Die Alte: Der Arzt geht zu dem Kranken 
#20 Die Alte, Der Ritter, Derwin: Dein Leben war verlohren 
#21 Die Ritter {and Chor der Damen): Das ganze weibliche 
Geschlechte 
#22 Derwin: Der Teufel kam vor vielen Jahren 
#23 Der Ritter: Auf ewig, auf ewig wlirde sie die Meine? 
#24 Die Alte: Reich deine Hand als Brautgam mir 
#25 Die Alte: Frische Lippen, volle Wangen 
#26 Der Ritter: Kleine Seelen (oder Schande!) lieben 
#27 Derwin: Zu viele Complimente 
#28 Die Prinzessin: Lass Mutter lass mich voll Entzucken 
#29 Entree der Fee Serena 
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#30 Die Prinzessin: Der fUrchterliche Zwerg! 
#31 Der Ritter und die Prinzessin: So darf ich dich die Meine 
#32 Coro: Wenn vor dem Donnerwagen 
#33 Vaudeville: Elmire weint auf ihres Gatten Bahre 
IV. LOTTCHEN AM HOFE 
The fourth Hiller operetta {and the third collabora-
tion between him and Weisse) was "Lottchen am Hofe", first 
produced on April 24, 1767, at the Rannstadter There. 
"Lottchen am Hofe" appears first in 1752 as a two-
act intermezzo by Legrenzio Vincenzo Ciampi (1719-62) under 
the title, "Bertoldo in Corte". The success of its Parisian 
performances prompted Favart to create a three-act (later, a 
two-act) version called "Ninette a la cour''. It is from the 
text of this version that Weisse, with very few alterations, 
wrote the libretto for "Lottchen". 
The plot of "Lottchen" is as follows: The Prince 
Astolph, though engaged to the Countess Emilie, lures the 
farm-girl, Lottchen, to his estate in the hope that the 
brilliant life at court will turn her head. Lottchen goes 
to court a day before her marriage to the farmer Gurge; he 
objects to her going and follows her there. Lottchen soon 
realizes the true nature of the situation between the 
prince and the countess, and through a trick resolves the 
problem. She arranges a nocturnal meeting with Astolph 
and then sends Emilie in her place; the prince pours out 
his heart to the countess thinking her to be Lottchen. 
Prince and countess are reunited, Gurge appears, and 
the two couples join in the general rejoicing at the 
celebration which concludes the piece. 
Again, as with "Lisuart und Dariolette", there can 
be found a strong resemblance between the plot of "Lottchen" 
and a more celebrated later work of Mozart: "le Nozze di 
Figaro". Calmus suggests that this work may very likely 
have had a direct influence on Beaumarchais, whose "Figaro" 
appeared some twenty years after the work of Favart, and 
ten years after the first performance of "Lottchen". 10 
As with "Figaro 11 , all the complications are resolved on 
a darkened stage; and Lottchen, though she is less sophis-
ticated, is, in a sense, a combination of both Susanna and 
Figaro. 
This work is unique among the Hiller operettas in 
the extraordinary importance of the leading role, that of 
Lottchen, a soprano. In all, she has twelve solos, and 
takes part in six duets as well as two ensemble numbers. 
Thus, she appears in over one-half of the musical portion 
of the work. 
At the end of the three-movement overture, there is 
an eight-measure transition passage modulating to the key 
lOcalmus, ~· cit., p. 38. 
(A) of the first number. Marked attaca subito l'Aria 
sequente, this passage is a not very graceful illustra-
tion of one of Hiller's favorite devices. (Ex. #20a) 
Lottchen's first duet with Gurge, "So wie die Glock 
im Dorfe 11 (#2), is one of Hiller's most delightful and 
original creations. Its singers imitate the sounds of 
bells and its bright finale takes the form of a little 
canon for the two voices. (Ex. #20b) 
The song of Gurge (#16), in which he mourns the 
departure of Lottchen for court, is set in a minor key 
suitable to its text: 11 Ah, Lotte is leaving here. Is 
this the reward for my faith and love ? I am half dead; 
who will stand by poor Gurge in such sorrow? 11 The first 
six measures (two three-measure phrases) place the melody 
on off-beats with short rests between each syllable. The 
following six measures consist of a short descending 
phrase repeated three times by the singer with a similar 
answering phrase in the accompaniment. At the end of 
the next large phrase group (measures twenty to twenty-
three), longer note values are introduced, heightening 
the effect, providing contrast, and leading (after a 
short codetta) to a D-major cadence at measure twenty-
seven. The last half of the song gains its effects 
through its extreme chromaticism. An ascending bass-
line moves from D, D#, E, E# to F# and a consequent 
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return to b-minor for the final cadence. Only in the last 
measures (#50) is there a hint of the opening material of 
the off-beat melody. (Ex. #20c) 
To Schmid, "Lottchen am Hofe'' marks another definite 
change in Hiller's approach to the Singspiel. 
He /Weissi7 introduced the comic opera to us . . . 
naivet~, a happy middle-way between the farcial and 
the sophisticated, and the charm of his airs have 
earned widespread applause for his works in this line. 
"Lottchen am Hofe" which came to the Koch stage, ... 
was the first of this kind . Though Weisse had chosen 
the French as his model, Herr Hiller stayed closer to 
the Italian in the composition of this operetta and 
was more true to himself and his teacher Hasse .... 
He permitted himself, therefore, no extended arias 
with Da Cipo which our theatrical singers would 
seldom-we come1tnd restricted himself to ariettas and cavatinas. 
In a word, Hiller had learned from his ambitious attempt 
in "Lisuart" and was resigned to the creation of the best 
music possible within the modest frame imposed by the 
abilities of his performers. 
But even this deliberate attempt at extreme simpli-
city could not obscure Hiller's innate ability to create 
fine music within these limits and Eitner finds that the 
11 Christian Heinrich Schmid, Chronologie des 
deutschen Theaters, neu herausgegeben von Paul Legband, 
Berlin, Gesel1schaft fur Theatergeschichte, 1902, p. 166. 
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last quartet of 11 Lottchen 11 "is so nicely dramatized that 
one would be already reminded of Mozart's ensemble move-
ments.1112 
Lottchen am Hofe 
eine comische Oper in drey Acten, 
in die Musik gesetzt 
von 
Johann Adam Hiller 
dri tte Auflage 
Leipzig 
gedruckt bey Bernhard Christoph Breitkopf und Sohn, 1776 
Personen 
Astolph, FUrst der Lombardey {Bass) 
Fabriz, ein Hofmann, und Astolphs Vertrauter {Tenor) 
Emilie, eine Grafinn, Astolphs vers~rochene Braut {Sopran) 
Lottchen, ein Bauerrnagdchen {Sopran) 
Gurge, ein Bauer, Lottchens Brautigam {Bass) 
DColrineh ) ein paar Kammerweiber am Hofe {Sopran) 
arc en ) 
SINFONIE: Allegro (F), Andante (Bb), Allegro no troppo 
presto (F) 
73 
# 1 Lottschen: Lustig zur Arbeit, ihr Schwestern und BrUder 
# 2 Lottschen und Gurge: So wie die Glock im Dorfe schlagt 
# 3 Lottschen: Nicht Schatze reizen mich, mein Gurgel, ohne 
dich 
# 4 Gurge: 0 seht doch seht! wie hier mein liebes Madchen 
# 5 Fabriz: Ein blendend Weiss mit sanftem Roth 
# 6 Astolph: Siebst du jene Rose gluhen? 
# 7 Astolph: Stolz und Liebe qualen mich 
# 8 Lottschen: Schon beym frlihen Morgenroth 
# 9 Lottschen: Bald pflUck mir Rosen zu Kranzen 
#10 Astolph: Die Liebe fesselt mich, liebreizend Kind 
#11 Lottschen und Astolph: Auf! verlass den finstern Hayn! 
#12 Gurge: Nein, der ist nicht des Mannes Freund 
#13 Lottschen und Gurge: Stille, Gurgel, schame dich 
#14 Gurge: Nach Hofe? Nach Hofe? Nein ich danke schon 
#15 Lottschen: Gurge, nun entsag ich dir 
12Robert Eitner, "Die deutsche komische Oper," Monat-
shefte fur Musik-Geschichte, XXIV Jahrgang., 1892, p. 53. 
#16 Gurge: Ach, Lotte geht, geht davon! 
#17 Glirge und Fabriz: Was hor ich, Ach! 
#18 Dorine und Clarchen: Es ist die Mode so 
#19 Lottschen: Verdammt sei eure Mode! 
#20 Lottschen: Ha, ha, ha, ha ... wie schnakisch steh 
ich da! 
#21 Fabriz: Rauschen geht er auf und zu 
#22 Lottschen: Ich muss darUber lachen 
#23 Astolph: Komm sUsse Hoffnung, senke dich in 
#24 Lottschen: Auf unsrer Blumenreichen Flur sehn wir 
#25 GUrge: Verdammt Geschlecht, verwUnschter Ort! 
#26 Lottschen: Wie artig ist er nicht! 
#27 Lottschen und GUrge: Das ist schon! 
#28 Astolph: Vergebens Kampft mit wilden Mogen 
#29 Gurge: Ach, Ach! sie flieht, siefiieht vor mir! 
#30 Lottschen: 0 macht mir doch von ewger Treut 
#31 Astolph: Wie su ss ist fUr die Liebe-Finster 
#32 L., A., E., und G.: Das Herz, das er begehrt 
#33 Lottschen: Schelm, bessre dich! 
#34 Gurge: Viel Runde sind der Hasen Tod 
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#35 E., L., A., und G.: Es brennt mein Herz allein fur dich 
#36 Eine Person vom Hofe: Wie schon, wen Rang und Hoheit 
#37 G. und L. wechselsweise: Ja ein Stern der sollte schon 
#38 G. und L. wechselsweise: Lebwohl mit aller diener Pracht 
V. DIE MUSE 
Daniel Schiebler, who prepared the libretto of Hiller's 
"Lisuart und Dariolette," is the author of an original work 
which became his fifth light opera. Actually, "Die Muse" 
is a nachspiel, a one-act comic opera designed to fill in 
after a longer, more ambitious work. "Die Muse" was first 
performed on October 3, 1767, and was published (with "Der 
Dorfbalbier" in a one-volume piano score edition) in 1771. 
An examination of a contemporary manuscript score of 
"Die Muse" now in the Boston Public Library reveals that 
Hiller sought to provide a great variety of orchestral 
texture for his work. Of the seven numbers, all but two 
have different combinations of instruments in the accom-
paniment; a style of composing that Mozart was to use with 
great effect in "Cosi fan Tutte". The seven numbers of 
"Die Muse" are listed below with the instrumentation called 
for in the score: 
#1, air: solo oboe, first and second violins, 
viola, bass 
#2, air: {same instrumentation as #1) 
#3, air: two bassoons, first and second violins, 
viola, bass 
#4, duet: two oboes, two bassoons, first and second 
violins, viola, bass 
#5, air: two horns, first and second violins, 
viola, bass 
#6, rec.: first and second violins, viola, figured 
bass; two flutes and two bassoons are 
added for the purely orchestral sections 
#7, chorus: two trumpets, two tympani, two oboes, 
first and second violins, viola, bass. 
{Ex. #21) 
The first aria is accompanied by an obligato solo 
oboe and the strings (playing pizzicato) imitate the sound 
of a lute with which the character makes her entrance. 
Only rarely does Hiller write out the figures for 
the bass as in #6 of "Die Muse"; but it is evident from 
the thinness of the texture in the published versions that 
some type of realized bass is called for. A keyboard 
instrument was nearly always available for the public 
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performances of the operettas and its function was, of 
course, to reinforce the harmony . Playing over Hiller's 
music from the published scores of the time, it would seem 
necessary to realize the bass much as Kleinmichel has done 
in his modern published edition of "Die Jagd".l3 
The title page for the published piano score of 
"Der Dorfbalbier" is also the title page for "Die Muse"; 
and on it, the latter work is described as "ein Nachspiel 
in einem Acte".* However, the music of "Die Musen is 
bound at the end of the volume and is preceded by a 
secondary title page reading as follows: 
Die Muse 
ein Singstuck 
von einem Acte 
Singende Personen 
Phadria, der Sohn eines reichen Athenienfers 
Monime, ein junges Fraunenzimmer 
Euphrosine und 
Syrus, Sclaven des Ehremes 
Die Poesie ist vom Herrn Canonicus D. Schiebler, und 
findet sich in dessen rnusikalischen Gedichten. 
#1 
#2 
#3 
#4 
#5 
#6 
#7 
The seven numbers of nDie Muse" are listed below: 
Monirne (oboe o flauto solo}; Schau Jungling schau 
Urania die du gerufen 
Monirne: Willst du rnein ganzes Lob erwerben 
Monirne: 0 seelig, wern bey dir der Tag entfliehet 
Phadria und Monime: Vor deiner Reize Macht 
Euphrosine: Sonst gieng der Lenz rnir ungenossen 
Recitativ 
Chor: Nicht Paphos nur, nicht nur Eythere sind 
13Johann Adam Hiller, Die Jagd, Vienna, Universal, 
18- ~, p. 3. 
*See "Der Dorfbalbier" title page, p . 103 
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VI. DIE LIEBE AUF DEM LANDE 
On May 18, 1768, Hiller and Weisse produced "Die 
Liebe auf dem Lande" which Hiller referred to as a "com-
panion" to the earlier "Lottchen am Hofe". 14 These two 
operettas are linked also by the fact that each contains 
eight duets--the largest number in any of the Singspiele. 
Weisse based his libretto on not one, but two works: 
"Annette et Lubin" of Madame Favart and "La Clochette" of 
Egidio Romoaldo Duny {1709-75). However, Weisse trans-
formed the idyllic shepherd and shepherdess of the earlier 
versions into more earthy peasants. The villain of the 
piece, Der Schaffer, still steals the lamb belonging to 
the heroine, Lieschen, because he feels that she will be 
his when he returns it to her. Hannschen, the young 
farmer, still outwits the villain and claims Lieschen as 
his own before the final curtain falls upon the inevitable 
festive scene. Weisse has added the character, Gretchen, 
who at the end is paired up with Der Schoffer--the true 
villain, unreformed at the final curtain, seldom exists 
in this operetta world. 
Hannchen's Lied, #24, illustrates two of Hiller's 
favorite dramatic devices. In the song, Hannchen is 
14calmus, ~· cit., p. 52. 
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telling Gretchen how Der Scheffer will approach Lieschen in 
his attempt to win her by returning her stolen lamb. First, 
the singer is given specific directions to sing in such a 
way as to bring the greatest comic effect: in this case, 
as though crying ("weinend"). Secondly, the dramatic pause 
(a full measure's rest here) is used to underscore a parti-
cular meaning of the text: though it is not to be taken 
seriously, the word "sterben" gains greatly from the moment 
of silence preceding it. (Ex. #22) 
Opinions concerning "Die Liebe auf dem Lande" vary 
considerably. Calmus says, "One must marvel that this new 
operetta with its partly inadequate and partly exaggerated 
musical expression made such an especially great success." 15 
Contemporaries, however, were kinder, and Calmus also quotes 
Reichardt who said, "Whomever is not pleased a thousand 
times more by Lieschen's song, he is not worthy of his 
Fatherland, nor is he worthy of his Fatherland's favorite 
singers .... "16 Schmid is equally enthusiastic: 
On the 20th of May, Herr Weisse's new operetta, 
"Die Liebe auf dem Lande" came to the theater. The 
comic merriment and the satire are not strewn out 
here with so liberal a hand as in "Lottchen am Hofe"; 
however, the airs are tender and the composer rose to 
the occasion. One need only see the restful and noble 
15 6 Calmu s, ~. cit. , p . 7. 
16Ibid., p. 66. 
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Die Liebe auf dem Lande: (#24) Hanschen's Lied Ex. #22 
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arias of the count, the tender songs of Hannschen and 
Lieschen, the comic songs of the magistrate, the con-
trasting duets and trios ... . If one might make a 
choice of Hiller's works, this one would belong among 
the foremost.l7 
The cast of characters in "Die Liebe auf dem Lande" 
is as follows: 
Der Graf, Herr des Dorfs (bass) 
Der Scheffer (bass) · 
Hanschen, ein Bauer, Lieschens Liebhaber (tenor) 
Lieschen, ein Bauermagdchen (soprano) 
Gretchen, des Jagers Tochter ( soprano) 
The musical numbers of this operetta are as follows: 
Sinfonie: Vivace (G), Andante ( C), Allegro di molto (G) 
# 1 Der Scheffer: Des Fruhlings junge Zier 
# 2 Der Scheffer: Es ist ein schlanker Bauerjunge 
# 3 Der Graf: Nur in susser Einsamkeit 
# 4 Hanschen: Nur fur mein Magdchen allein 
# 5 Hanschen: Wie wird mir bange! sie bleibt so lange 
# 6 Lieschen: Es trug einst Gretchen ihre Eyer 
# 7 L. und H.: Unserm Glucke KOmmt nichts g1eich 
# 8 Hanschen: Diess Bette, wo die Weichlichkeit 
# 9 Hanschen: Der Straus, den ich bier binde, gleicht 
#10 Lieschen: Ein Magdchen, das auf Ehre hielt 
#11 Hanschen: Gott der Herzen findet sein Reich jetzt 
ubera11 
#12 Lieschen: 0 wie sehr, o wie sehr liebt mein gutes 
Hanschen 
#13 Der Schoffer: Wenn uns der Sturm die Felder verwUstet 
#14 L. und Der S.: Hanschen, liebst du mehr als mich? 
#15 Lieschen: So ist denn diess die Liebe 
#16 L. und H. : Wir sind nur eins, wir beyde 
#17 Der S. und H.: Ha, geiner Liebe droht 
#18 L., H. und Der S.: Ubern Kopf, ubern Kopf? 
#19 Hanschen: Ach meines Magdchen Lammchen ist 
#20 Lieschen: Das liebe Thier, du gabst es mir 
#21 Hanschen: Ich suche, such auch du! 
17schmid, ~· cit., p. 172. 
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#22 Gretchen: Das kleine Lieschen sticht 
#23 Gretchen: Hab ich einmal ihn zurn Mann 
#24 Hanschen: Nur einen freundlichen Blick 
#25 Gretchen: Was sich neckt~ das liebet sich 
#26 Lieschen: Umsonst~ mein Schafchen ist fort! 
#27 Der S. und L.: Mich soll keine MUh verdriessen 
#28 Der Scheffer: Der Henker hole! rnein Lamrnchen 1st fort! 
#29 Hanschen und Der S.: Monsieur Hanschen spass er nicht! 
#30 Hanschen: Ein alter Dieb hat unser Larnm 
#31 Der Schoffer: Au weh! wie is rnir geschehen! Mein Arm! 
#32 Lieschen: Ich lieb ihn~ ja~ und rnich liebt er 
#33 Hanschen und Lieschen: Hab ich dich mein Hanschen nur 
#34 Hanschen: Man sperre mich mit Lieschen ein 
#35 Der Schoffer: Drey Weiber, die schon Wittwen waren 
#36 Hanschen: Ich habe dich in Schutz genommen 
#37 Lieschen und Hanschen: Sehn Sie meine Thranen fliessen 
#38 Divertissement: Alle, die in diesen Grunden 
#39 Rundgesang: Die Liebe, die diess Paar entzundet 
VII. DIE J AGD 
If Hiller can be said to have written a masterpiece, 
it is certainly "Die Jagd" which was first performed on 
January 29, 1770, with a text by Weisse based upon Colle's 
82 
"La Partie de Chasse de Henri IV" and "Le roi et le Fernier" 
of Sedaine and Monsigny. However, both French versions are 
based upon an original story, "The King and the Miller of 
Mansfield," by Robert Dodsley which appeared in 1736 in 
England. From its sprightly overture to its final chorus, 
the operetta abounds in original, graceful, folk-like 
melodies which represent Hiller's work at its finest. 
The overture, in the customary three connected move-
ments, is here truly worthy of Klob's designation "little 
symphony". 18 The first movement, an allegro~ spirito, 
consists of one theme whose second part provides material 
for a development section which, as usual, runs the theme, 
virtually unchanged, through a number of closely related 
keys ending on a dominant cadence for the recapitulation. 
However, there is a genuine melodic interest in the theme 
and it is putfurough a number of canonic sections unusual 
in these overtures. In the allegretto second movement, a 
single theme (twice repeated) has a center section which 
is a development; there is one final statement of the 
theme before the brief transition to the final movement. 
This third movement returns to the form of the first; 
its theme is an admirable introduction to the excitement 
of the "hunt". A final coda, based on this hunting 
theme, ends the overture. (Ex. #23a-c) 
There are six ensemble numbers and final choruses 
for the first and third acts. The second act is preceded 
by a lively allegro assai entr'acte abounding in dynamic 
effects to set the hunting scene. Taken as a whole, the 
forty vocal selections in "Die Jagd" represent the high 
point of Hiller's operetta compositions; they are, almost 
without exception, charming, original, and (where the 
occasion demands it) deeply moving. 
18Klob, ~· cit., p. 16. 
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Die Jagd: Overture, 1st movement Ex. #23a 
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Toffel's Lied (#8) combines a melody of genuine folk-
like beauty with comic effects for the singer who is 
instructed to alternate phrases in natural voice and 
"im Falset"--there are even a few lines of spoken dialogue 
at three points in the song. (Ex. #24) 
Hannschen's Lied (#18) has virtually attained the 
status of a folk-song and it is often used in anthologies 
of German songs. (Ex. #25) In Christel's sad Arie (#20), 
Hiller's _talent for creating artistically moving music even 
in the improbable world of the Singspiel is clearly revealed. 
It is the old da capo aria, with an effective ad libitum 
unaccompanied phrase leading to a final climax with the 
highest notes of the aria dying away to a pianissimo 
instrumental ending. Particularly effective, too, is 
the brief sighing phrase so well suited to the tragic 
meaning of the words "und ach! sie 1st verloren". In 
the touching sincerity and gentle sadness of this setting, 
the operatic works of the romantic era are clearly fore-
shadowed. (Ex. #26) 
In #27, a duet, we find a rare example of Hiller's 
use of material from another section as a conscious device. 
As a storm approaches, the singers join in a duet express-
ing their fear and excitement. Sharp, sudden dynamic con-
trasts and cresendos over running figures or rolls in the 
bass are combined with a quotation of the "storm music" 
which is to follow. (Ex. #27) 
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Die Jagd: (#20) Arie, Christel 
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The storm music (#28) resorts to devices which have 
long since become standard in music for such occasions: 
scurrying sixteenths portraying gusts of wind, abrupt 
chords for the lightning, and the deep rolling in the bass 
for the thunder, all of which dies away to the inevitable 
pianissimo indicating the passing of the storm. All these 
are devices which Beethoven did not hesitate to use nearly 
a half century later. (Ex. #28) 
With the king's first Arie (#29) marked andante~ 
gravita as with most of the music written for him, we find 
that Hiller's tendency to make more ambitious efforts for 
the "high-born" characters in his works is clearly evident. 
The accompaniment relies on a syncopated figure which 
reoccurs throughout. The form is rather a theme with one 
variation (A-A1 ); and this variation, with its curious 
alternation of major and minor, is an excellent musical 
setting of the text which deals with mankind in general: 
II he turns himself always towards joy, forgetting in 
dreams his cares; whether he or another sorrows, it dis-
turbs not his pleasure. . " (Ex. #29) 
Marthe's Lied (#33) is a remarkable example of 
Hiller's ability to create a mood quickly within a small 
frame. Its twenty-one measures and one octave range have 
considerable expressiveness which is due entirely to the 
judicious use of dynamics and harmony. This harmony 
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retains the basic simplicity of other Hiller songs; but here, 
the changes are abrupt, and the conscious use of alternate 
major and minor modes, particularly in the final measures, 
heightens the effect. (Ex. #30) 
"Die Jagd" ends with a Divertissement (#40); there 
are six verses--one for each of the characters singing. 
At the end of each verse, the soloist sings the theme of 
the refrain which is then taken up by the soloists singing 
in four parts. The theme, a little canon, begins in the 
highest voice and ends in the lowest; Hiller suggests that 
the chorus may also sing the refrain, however, he provides 
a last refrain, somewhat altered, for the full group. 
Marked piu vivo, the final number provides a fitting 
conclusion to the operetta. (Ex. #31) 
In Hiller's time, "Die Jagd" went through several 
editions and it is the only one of his operettas to have 
been printed in fairly recent times. The last edition 
was prepared by Richard Kleinmichel (1846-1901) and was 
published in the latter part of the nineteenth century. 
Kleinmichel based his edition upon the orchestral score 
rather than upon the early piano scores, and it contains 
two short entreacts which were not published in Hiller's 
time. 
Die Jagda ·Marthe's Lied (#~3) 
(Ex #30) 
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The cast of singers, list of numbers, and title page 
of the second edition of 1772 is listed below: 
Die Jage 
eine comische Oper in drey Acten, 
in die Musik gesetzt 
von 
Johann Adam Hiller 
Zwente Auflage 
Leipzig, 
gedruckt bey Bernhard Christoph Breitkopf und Sohn, 1772 
Singende Personen 
Der Konig B 
Michel, ein Dorfrichter T 
Marthe, dessen Frau A 
Christel, dessen Sohn T 
Rose, dessen Tochter S 
Toffel, Rosens Liebhaber B 
Hannchen, eines Pachters Tochter S 
SINFONIE: Allegro con spirito (A); piu tosto allegretto (D); 
Allegro assai (A) 
# 1 
# 2 
# 3 
#4 
# 5 
# 6 
# 7 
# 8 
# 9 
#10 
#11 
#12 
#13 
#14 
#15 
#16 
#17 
·#18 
#19 
#20 
#21 
Rose: Mein Toffel ist ein Mann fur mich 
Rose: Ich Sah da Toffeln an den Hecken 
Toffel: Wenn mich nur mein Roschen liebt 
Rose: Und kam ein Graf mit einem Band 
Toffel: Ich traue keinem Magdchen nicht 
Michel: Beym schonsten Sonnenschein 
Terzett: Nein, nein! nein, nein! es konnte was geschehn 
Toffel: Mein Engelchen was machst du hier? 
Rose: Als da der Jager Gabel kam 
Hannchen: Du susser Wohnplatz stiller Freuden 
Toffel: Das weint und lachet, wenn es will 
Quartett: Nu, Marthe, lebe wohl! 
Chor: Der Konig jagt, der ganze Wald 
(?,ntreact fur zweiter Act: In modern score only) 
Toffel: Ist das nicht eine liebe Noth 
Rose: Ach nein! was kann ich horen? 
Hannchen: 0, dass mich noch sein Herze liebte 
Hannchen: Man liebt die Bosheit nur im prachtigen Gewande 
Hannchen: Als ich auf meiner Bleiche 
Rose: Ich habe Toffeln auf mich so oft schon bose gesehn 
Christel: Mein Hannchen was fur mich allein 
Christel: Wie schon was sie! 
Hannchen: Ich habe meinen Christel wieder! 
Christel: Du warst zwar sonst ein gutes Kind 
Rose: Die den Bruder Christel liebt 
Terzett: Ich sterbe fast vor Freuden 
Hannchen: Der Graf bot seine Schatze mir 
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#22 
#23 
#24 
#25 
#26 
#27 
#28 
#29 
#30 
#31 
Hannchen und Christel: Siehst du, wie jene Wolken ziehn? 
SINFONIE: Gewittermusik, allegro di molto 
#32 
#33 
#34 
#35 
#36 
#37 
#38 
#39 
#40 
Der Konig: Was sind die Menschen nicht fur Thoren! 
Der Konig: Was noch jung und artig ist 
tf# ll Michel und der Konig: Wer unsern guten Konig liebt 
(~ntreact fur dritter Act: in modern score only) 
Rose: Mein! lobt mir doch nur nicht die Nacht 
Marthe: Ich bin dein Vater und bin todt 
Der Konig: Welch' ein schoner Gegenstand 
Christel: Schon sind Rosen und Jesmin 
Rose: Wollt ein grosser Konig mich gleich 
Michel: Ich liebe die Madchen, ich liebe den Wein! 
Der Konig: Welch konigliche Lust 
Quartett: Holdes Gluck, mit welchen Freuden 
Divertissement: Wer wollte nicht sein Gut un Leben 
VIII. DER DORFBALBIER 
Based upon "Blaise, le savetier" by Sedaine, "Der 
Dorfbalbier" with a libretto by Weisse was first performed 
in the year 1771. Of its twenty-three numbers, ten were 
composed by Hiller's friend and pupil Christian Gottlob 
Neefe. It is characteristic of Hiller that credit for 
these selections is given to Neefe in the preface and 
throughout the published score. 
The libretto of "Der Dorfbalbier", a broad and rather 
coarse farce in the style of "The Devil to Pay," is far 
removed from the gentler and more tasteful libretti which 
were usually provided by Weisse. However, as Calmus notes, 
the public demand was so great that the partners hastened 
to meet it with a work with which neither one had too much 
sympathy.l9 
The Dorfbalbier, one Barthel, is a shiftless drunk-
ard, and his wife, Susanne, a long-suffering, loudly com-
plaining and resourceful woman. Faced with the loss of 
home and property through debts to their landlord, they 
hatch a plot against him and the first act concludes with 
a duet celebrating their hopes. 
The second act is given over to the successful exe-
cution of their plans which call for an attempted seduction 
of the landlord by Susanne and the landlord's wife by 
Barthel. All debts are forgiven when the landlord and 
wife are threatened with exposure before the whole village. 
This plot is very much different from that of the well-
known, successful operetta of the same name by Johann 
Schenk (1753-1836). 
Unquestionably, the plot offered rare opportunities 
for the singer-actors. At one point in the first act, for 
example, Barthel and Susanne lament their fate, the land-
lady calls for her rent, while two law-officers take an 
inventory of the property. This complex little scene 
would have been an intriguing challenge to Mozart, but 
19 Calmus, ~· cit., p. 82. 
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both Hiller and Neefe fail to provide any music for it and 
the scene is left entirely to the actors and their spoken 
dialogue . With its many opportunities for low comedy 
effects, the operetta won a short-lived success. But the 
relative tastelessness of its plot, and the generally 
unsympathetic nature of its principle characters failed 
to inspire either the librettist-translator or t he two 
composers to anything more t han a hasty, routine effort. 
In fact, an indication of Hiller's lack of interest in 
the score may be that he shared the composition of it 
with Neefe. 
The influence of Hiller is quite apparent in the 
music Neefe wrote for Susanne's Lied (#11) where the 
modest range ( one octave), the simple harmony, and the 
elementary charm of the melody bear a strong resemblance 
to the work of the older composer. (Ex. #32) 
Ex. #32 
""'\ .U. tt. r-:::a 
-
r-r n l 
... 
. 
7 .,. I _, • -r fl_ 
..._. 
II If. ~· 'J A{ ... • .I 'F • ... 1'- ... _ .. :::: -~ 
-
. . ... .. .. ~ • \.. .. .. .. - l:.::r. r-.;J r i 
" 
... •• 
, _, I . . ... I 
·~11 1/.U.._" , IW _l 
r ..• .,. 0\ 
"' 
...t J 
-
... I 
- • 
--
., 
I 
100 
Ex. #32 (continued) 
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Among the overtures which Hiller wrote for his 
operettas, the overture to "Der Dorfbalbier" has an 
andante movement of unusual charm and interest. The basic 
form of this andante is, as usual in these slow movements, 
an ABA with the B section serving as a miniature develop-
ment. In the B section, the chromatic descending bass 
line serves as the ground for the development of the 
thematic material of A in a particularly effective manner. 
The harmonic progressions, while not extraordinary, make 
a considerable effect. (Ex. #33) 
The title page of the 1771 edition, the cast of 
characters, and the numbers composed by Hiller are 
listed below: 
101 
. ~ ,... .. • ,. ~ - ... .t..:· , - : , ... ,,, ~~ ~ ....... 
f!D er Dorfbalbiern Overture _102 
'·! I ~ J rt-.. - ~~ ', I .L IIIII.- ,. I .J. 
-
~~ 
..: --.,...-. T " ~ . ... " I~·- ~ 
-· -
·-
. ..... 
-' I l"' . I I# ,1/T .. ~6 or -. ~ .... I 
"' 
.... ., 
... .... , 
.. 
I I r.:r-,..._ I I 
, ..... fl 
"tr . I .... 
7 io .. • . ~ / / I I .. • _l 
-1" 
- I J J ':"\,I ·,~I 
' 
I I 
- · -
" 
I 7 '7 • ~ '!: 
"' " I I/,_.: [/ 
- -
#t 
"' I~ T /r lf~f f; 1 :!= I 
~· • ITT•- fl • I ./ 
"" 7 " I • -- V\ / y .. - ...: I 
.. . I 
- L _I - • .. ~~!- ~ ...-T-r ~ --~ I J I 
-U II .. . .. • I I .... -i' .. I I ~0 I .. I 
'""' 
v ~ --: --: 
IJ I L I jW' · - ... I I J !""' ~ I 
-
-L -T 
. ·-· ' 
I 
IJ ft :( ,~ !T ' l ' ;. I f -1 I .., f ~ 
"" 
J 
' 
I I 
-
. I• u. ~ r --. . I 
• l • 
.. . -· . I At I 
I. 7 
' 
.. .
I • • -
- . _PJ~ """:~ I r I I I .ul 
' 
I 
II I . ,.,... rz• ...... 
I • I ... • 
-
I 
"IV ... • • .-
--. 
-
.--..--. 
h 9 ••• 
. I 
"" "J r • i ' 'f I f 1-.r ~· J • .r NJ i --I I l I, r"'::l 
I 7'(' 
1 l ...; 
-:• • J VI• II I 
.. /I,'J . . 
.. 
j. 
.Y I 
-
~ , .. • 
- l>.C. 
MUSIPAK Litho'cl i• u.s. A.. ~-
Der Dorfbalbier 
eine comische Operette in zween Acten 
und 
Die Muse 
ein Nachspiel in einem Acte, 
in Musik gesetzt 
von Johann Adam Hiller 
Leipzig, gedruckt, bey Bernhard Breitkopf & Sohn 
1771 
Singende 
Barthel, ein Dorfbalbier 
Ruthe, der Dorfschulmeister 
Jackel, ein neuer Ehemann 
Personen 
Susanne, dessen Frau 
Ursel, dessen Frau 
Gretchen, dessen Frau 
SINFONIE: Allegro (G), Andante (g), Allegro di molto (G) 
# 1 Susanne: Gretchen in dem Flugelkleide 
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# 2 Susanne: FUnf Stunden sinds, seit schon der Hahn getraght 
# 3 Barthel: In der Schenke wartet Belten 
# 4 Susanne und Barthel: Ich armes, ich geplagtes Their! 
# 5 Barthel: Weib! ich bitte dich recht sehr 
# 7 Barthel: Schreibt nur schreibt ihr Herren, schreibt! 
# 9 Ursel und Barthel: Nein, nein! ich will sogleich bezahlet 
seyn 
#13 Susanne und Barthel: Barthel hor mir fallt was ein! 
#14 Susanne: Ach, ach! ich arme Frau! 
#16 Herr Ruthe: Das liebe Patchgen weiss wie Schnee 
#18 Herr Ruthe: Ha! welch ein schlauer Mann 
#22 Ursel, Susanne, Ruthe und Barthel: Herr Barthel, ach! 
erbarm er sich 
#23 Schluss-chor: Jackel, liebe deine Frau! 
IX. DER AERNDTEKRANZ 
"Der Aerndtekranz" with a libretto again by Weisse 
was first performed in 1771 and was published by Junius in 
1772. It has a total of twelve ensemble numbers--more than 
any other Hiller operetta. Two of these selections are for 
soprano with instrumental obligato; a violin is used in one 
case and a flute in the other. 
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The overture to "Der Aerndtekranz" might be considered 
typical. The first movement (Allegro £2g spirito) is in a 
sonata form but with an irregular recapitulation which con-
tains all the themes of the exposition but with their order 
changed. The second movement is in a simple ternary form 
with repeats; the middle portion (in the dominant key) is 
a modified repetition of the opening section. The third 
movement (presto) is an unbalanced rondo form much favored 
by Hiller. 20 The principal theme, an eight-measure tutti 
period ends with a semi-cadence and is then repeated to 
end with a full close. There is an episode (measures 
seventeen to twenty-four) for violins alone, which is 
followed by an exact repetition of the principal theme. 
There is some three-part writing for violins, oboes and 
violas in the second episode which ends with a half 
cadence leading to a final statement of the principal 
theme and a seven-measure cadence. 
The orchestra for the overture consists of: 2 
flutes, 2 horns, 2 oboes, first and second violins, 
violas, bass, and cembalo. The full orchestra (except) 
for the flutes) is used for the first and third movements; 
the flutes and strings, only, are used in the slow move-
ment. (Ex. #34a-c) 
2°Livingston, ~· cit., p. 34. 
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The final chorus of "Der Aerndtekranz" takes the 
form of a rondo rather than that of a simple verse with 
refrain; it is a lengthy finale covering eight pages of 
the published piano score. Here, a choral section of 
forty-four measures reappears twice giving the whole 
finale the overall form of ABACA. Both the B and C sec-
tions are subdividedjnto smaller portions each of which 
is sung by a different voice and each of which has new 
melodic material. Hiller uses a simple binding device 
which makes its appearance in the brief orchestral 
ritornello preceding the first chorus (A). The intro-
duction consists of seven measures; two measures are 
the same as the first two measures of A, a one-measure 
bridge leads to four measures which are the same as the 
last four measures of A. Although the key may change 
to the dominant or subdominant in the B or Q sections, 
the final four measures of A conclude each subdivision. 
(Ex. #35) 
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The title page, cast of characters, and list of 
numbers in the edition of 1772 are as follows: 
-
Der Aerndtekranz 
eine comische Oper in drey Acten, 
in Musik gesetzt 
von 
Johann Adam Hiller 
Leipzig 
bey Johann Friedrich Junius, 1772 
Singende Personen 
Herr von Lindford, ein Vornehmer von Adel 
Amalia, dessen Gemahlinn 
Thomas, dessen Pachter 
Marie, Thomasens Frau 
Lieschen, ihre Tochter 
Susschen, eine jungere Tochter 
Peter, ein junger Bauer 
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SINFONIE: Allegro con spirito (D); Andante (A); Presto (D) 
# 1 Lieschen: Habt ich mie in meinen Jahren, liebe Mutter 
# 2 Marie und Lieschen: Vom Puder glanzt sein lockigt Haar 
# 3 Lieschen: Er steht dir recht gut 
# 4 Thomas: Die Morgenstunde hat Gold im Munde 
# 5 Lieschen, Marie und Thomas: Geht er etwan ganz allein 
# 6 Amalia: Wie schnell entfloh die schone Zeit 
# 7 Thomas: Das beste Guth im Dorf 1st sein 
# 8 Amalia: Seht den jungen Zephyr streichen 
# 9 Amalia: So kommst du alleine, mein Dorchen? 
#10 Peter: War doch schon mein Lieschen mein 
#11 Peter: Ich war ein Junge kaum so gross 
#12 Chor der Schnitter: Auf! muntre Dienen rust'ge Bruder 
#13 Lieschen (und Flauto): Mit Bluhmen will ich ihn 
durchwinden 
#14 Amalia: Ein junges Bauermagdchen kam oft in ein graflich 
Schloss 
#15 Marie: Ey nicht doch! Ey ja, das war mir recht! 
#16 Lieschen: Ich hat ein viel zu gutes Herz 
#17 Peter: 0 da~, das 1st ein Staar! 
#18 Amalia (und Violino): Lieber Staarmatz, o bey mir soll ein 
#19 Amalia und Peter: Vielleicht wird es nun Liesen reun! 
#20 Susschen: Jede Kleinigkeit reiser durch die Zeit 
#21 Lieschen: Gehe, guter Peter, gehe! ich verstehe 
#22 Susschen: Ich bin noch allzusehr ein Kind 
#23 Susschen: Ich bin ein Kleiner Naseweiss 
#24M., L., S., und T.: Wo Peter 1st, da bleib' ich nicht 
#25 Amalia: Lass mich, Lieb, in stillen GrUnden ihn 
#26 Lindfort: Die Magdchen auf dem Lande 
#27 Lindfort: Ich werde dieses Roschen brechen 
#28 Lindfort: Wie freu ich mich! 
#29 Lieschen: Du bist ein Pachtermagdchen 
#30 Lieschen: Meine Tochter traue nicht! 
#31 Lieschen und Lindfort: Hier seh' ich mir zu FUssen 
#32 Amalia: Ha, ha, ha, . . . Ich ihre Frau? 
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'#33 Amalia, Lindfort, Peter: Was zum Henker, suchst du hier? 
#34 Lindfort: Es fuhlt sich nur, es sagt sich nicht 
#35 Amalia: Ein Edelmann, sehr wohl gebaut 
#36 Aufzug der Bauern: Die Felder sind nun alle leer 
#37 Amalia, Lieschen, Peter und Lindfort: Versohnte 
Liebe, Ach! 
#38 Aerndtegesang: Schon ist das Feld zur FrUhlingszeit 
Speaking of "Der Aerndtekranz" (and "Die Jubelhoch-
zeit"), Calmus says, "A plot is hardly apparent and the 
language is donwright fearful . "21 Once again, Hiller and 
Weisse concern themselves with country life and once again 
the simple peasants are sharply contrasted with the more 
sophisticated wealthy nobility of the city. Calmus 
deplores the rather earthy expressions which were appar-
ently popular at the time; and Hiller's comparatively 
uninspired work may have resulted from his distaste for 
this language. The libretto is spotted with the expres-
sion "zum Henker" for example--one number (#33) even 
bearing the opening line, "Was zum Henker, suchst du 
hier?" Mild, by modern standards, this expression pro-
bably had a much more forceful and tasteless ring in the 
eighteenth century and we might, in modern translation, 
call #33, "What the hell are you looking for here?"--
hardly a graceful opening line for a song. 
21calmus, ~· cit., p. 83. 
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Herr von Lindord, the noble landowner, is the victim 
of a little plot by his wife, Amalia, and his tenant farmer, 
Thomas. At t he end, Thomas's daughter, Lieschen, is united 
with her lover, Peter, a farmer, and Lindford is reunited 
with Amalia. There is a comic, younger sister, Susschen, 
and an addle-brained mother, Marie, who keeps urging her 
daughter Lieschen to marry a wealthy servant of Herr Lind-
ford. Amalia spends most of the operetta in a thin disguise 
as Dorchen, the farm-girl niece of Thomas, and is only 
revealed as her true self to her husband in the last 
moments of the w0rk. The various songs and ensembles 
are, however, introduced into the plot with great 
naturalness. 
X. DER KRIEG 
"Der Krieg", with a text by Weisse based upon 
Goldoni's "La Guerra", was first performed on August 17, 
1772. Carlo Goldoni (1707-93) participated in what Grout 
refers to as "a turning point in the history of opera 
buffa." 22 His libretti did much to bring about the change 
from the farces which made up earlier opera buffa to the 
later comic dramas into which more dignified and senti-
mental passages were introduced. Settings of Goldoni's 
22 Grout, 2£. cit . , p . 251. 
, 
works by Balassare Galuppi (1706-85) and Nicola Piccini 
(1728-1808) did much to bring about this reform. 
Hiller and Weisse had first added a few numbers to 
this work in 1767 at the request of Koch. An earlier, 
revised translation by Karl Wilhelm Ramler (1725-96) had 
not been successful with the public and Koch, who had 
spent a considerable sum in the production of this piece, 
was unwilling to lose his investment. The music and 
lyrics were added with the specific purpose of turning 
a box-office failure into a success--a factor which often 
led to the production of the early ballad operas in 
England. 
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Hiller sought to supply the soldiers' songs and war-
like music suitable to the plot, but these did not come 
naturally to him and he is most successful with the 
sentimental idyllic songs of his country people. 
From "Der Krieg," Orseline's song (#7), marked 
tempo di menuetto, is an admirably constructed example of 
Hiller's use of this t hen popular dance form. Its repeated 
eight-measure C-major opening section contrasts perfectly 
with the harmonically more adventurous trio section wherein 
references are made to dominant and subdominant keys. 
(Ex. #36) 
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The duet of Lisette and Peter (#17) contains short 
canonic sections of moderate difficulty. While Hiller's 
duets are, more often than not, purely harmonic, this duet 
illustrates a style of writing which, though it retains 
the basic simplicity of the solo pieces, manages to create 
interest through the greater independence of the two voice 
parts. (Ex. #37) 
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11 Der Krieg" was first performed in Koch's theater in 
Berlin, and with "Die Jagd" which was first performed in 
the Schlosstheater in Weimar, it is one of the two oper-
ettas which was not first played in the Theater am Rann-
stadter in Leipzig, where Hiller's works generally first 
appeared. 
The title page, cast of characters and list of 
numbers contained in the first edition of 1773 is as 
follows: 
Der Krieg 
eine comische Oper in drey Acten, 
in Musik gesetzt 
von 
Johann Adam Hiller 
Leipzig 
gedruckt, bey Bernhard Christoph Breitkopf und Sohn, 1773 
Singende Personen 
Cirillo, Leutnant (Bassl 
Faustin, Fahnrich (Bass 
Albert, Fahnrich (Tenor 
Polidor, Commissar von der Armee(Tenor) 
Peter, ein junger Bauer (Tenor) 
Aspasia, Polidors Tochter (Sopran) 
Orsoline, Marketenderinn (Sopran) 
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Lisette l Dore junge Bauermagdchen (Sopran) 
Jule 
Ein Soldat (Bass} 
SINFONIE: Vivace (D), Allegretto (G), Presto (D) 
# 1 Albert und Faustin: Lustig! Lustig! nach dem Streite! 
# 2 Aspasia: Der Liebe muss ich herzlich lachen! 
# 3 Albert: Alle Schonen sollen leben 
# 4 Aspasia: Will der Held ins Schlachtfeld gehen 
# 5 Cirillo: Die Kriegesmusik ist meine Musik 
# 6 Polidor: Chymisten, schmelzt nur Hof und Haus 
# 7 Orseline: Erst spann ich Flachs auf meinem Radchen 
# 8 Orseline und Polidor: Man paare mit dem Gelde Geld 
# 9 Aspasia: Setzt mein Freund im $piel sein Geld 
#10 Aspasia: Gut, Herr Fahnrich, er kann gehen 
#11 Lisette: Kauft Butter, Kas und Eyer! 
#12 Ein Soldat: Wenn frUh der Trommel Larm mich weckt 
#13 Lisetts: Wenn ihr mich nicht zufrieden lasst 
#14 Lisette: Dass euch mit ihren Waaren 
#15 Lisette: Ein armes Magdchen muss verzagen 
#16 Cirillo: Es lebe der Krieg, es lebe die Liebe! 
#17 Cirillo~ Ich furchte nicht das Duelliren 
#18 Polidor: Ein jeder Mensch hat seinem Willen 
#19 Lisette und Peter: Liebe! diese Freudenzahren lass mich 
#20 L., D., J., und P.: Was ein Schafer einmal liebt 
#21 Cirillo: Soldaten Liebe dauert ja nicht langer 
#22 Aspasia und Polidor: Ein Officier hat Ehr im Liebe 
#23 Orseline: Zittre vor des Weibes Rache 
#24 Dore: 0 gute Stadt! 
#25 Jule: Nichts ist mir an der Stadt gelegen 
#26 Lisette und Peter: Susse Lieder kann ich singen 
#27 Chor: Es lebe der Friede, die Liebe soll leben! 
#28 (Marsch} 
XI. DIE JUBELHOCHZEIT 
Hiller's largest operetta was 11 Die Jubelhochzeit 11 
which was first performed on April 5, 1773, again with a 
libretto by Weisse. This libretto was published in 1778 
in a three-volume collection of Weisse's comedies. 
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The three long acts of this work contain much that is 
repetitious and its plot is lacking in even the smallest 
elements of suspense. Robert and Marthe (a non-singing 
part) are celebrating their fiftieth wedding anniversary. 
Their grand-daughter, Dorchen, has promised to marry the 
village miller, Berthold, though she has been waiting many 
months for the return of her true-love, Kunz. Dorchen's 
father, Klaus, and her stepmother, Margarethe, continue to 
urge the marriage with Berthold. Berthold and Margarethe 
plot to spread the rumor of Kunz's death and so hasten the 
marriage. This plan is doomed to failure at the beginning 
of the second act by the re-appearance of Kunz; and all is 
straightened out satisfactorily in the third act by the 
local nobleman, Herr von Alfred. Kunz and Dorchen are 
brought together; Berthold makes the best of his bad luck 
by proposing to Kunz's widowed sister, Anne; and all the 
villagers (most of whom seem to be descended from Robert 
and Marthe) join in a celebration of the golden wedding. 
It can be plainly seen that the element of suspense 
is completely obliterated by Kunz's return at the beginning 
of the second act; and one can feel, therefore, but little 
sympathy for Dorchen who spends the greater part of the 
operetta in tears. Two of the leading characters, Klaus 
and Berthold, appear to be complete fools and Margarthe 
is malicious, besides. Robert and Marthe seldom appear 
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on the scene without reciting at tiresome length~ in speech 
and song, their joy at having weathered fifty years of 
matrimony. Herr von Alfred is little more than a cardboard 
figure of a nobleman. 
Even comic relief hardly exists within the libretto 
and could only have been provided by the actors. The one 
apparently deliberately comic character, Klaus, provides 
such of the humor as exists by agreeing, parrot-fashion, 
with whomever has spoken last. The comic point is some-
what blunted in time by the fact that his habit of agree-
ing almost always has disastrous consequences for his 
daughter. 
For this lame comedy, Hiller provided forty-four 
numbers and a three-movement overture; his largestoperetta 
score. A chorus ends each act and there is music of an 
entreact character before the second and third acts. 
The third movement of the overture is an excellent 
example of Hiller's purely instrumental writing at its 
best. Marked presto, it has much of the quality of a 
type of perpetual motion piece based entirely on one short 
melody or motif. This motif appears in a variety of ways; 
it enters canonically in one instrumental voice after 
another; in the middle section, the motif is inverted. 
However, the impression is one of continual motion. 
{Ex. #38) 
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At the conclusion of this presto movement, we find 
another example of one of Hiller's favorite devices; there 
is a change of tempo to £££ troppo lento and, in a brief 
bridge section, the voice of Dorchen enters with the words 
11 Wie schon! wie schon bist du! 11 ; this leads directly into 
the first number. (Ex. #40c) 
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The two minuets (#32 and #33) are also fine examples 
of Hiller's non-vocal compositions. The first minuet is 
closer to the vigorous minuets of Haydn than to the more 
delicate dance music of the period; there are no dynamic 
markings in the published score, and, with the exception 
of a brief reference to the dominant key in the center 
section, it stays well within the tonality of D-major. 
The second minuet is contrasting in every way. Designated 
"per l'oboe", its melody line is considerably more florid 
than that of the first minuet. It begins clearly in the 
tonality of d-minor and progresses to a cadence in F-major 
at the conclusion of the first section, which is repeated. 
In the second section, the florid oboe melody covers 
nearly two octaves and there are more interesting harmonic 
progressions which return the section to the original d-minor 
and a cadence on the dominant in preparation for the return 
of the first minuet. (Ex. #40a-b) 
The duet of Anne and Kunz (#20) has a section 
beginning as a canon which ends with the voices singing 
in parallel thirds. Its moderate difficulties are most 
likely intended as an imitation of the more exacting dis-
play passages in grand opera. (Ex. #39) 
The title page of the 1773 edition of "Die Jubel-
hochzeit" reads as follows: 
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Die Jubelhochzeit 
eine komische Oper in drey Acten, 
in Musik gesetzt 
von 
Johann Adam Hiller 
Leipzig 
bey Johann Friedrich Junius, 1773 
The singende Personen and list of numbers follows: 
Herr v. Alfred, Herr des Dorfs 
Robert, ein alter angesehener Bauer 
Klaus, einer seiner Sohne 
Margaretha, dessen zwote Frau 
Dorchen, Roberts Enkelin, Clausens Tochter 
Kunz, ein junger Bauer 
Berthold, der Muller 
Anne, Kunz Schwester, eine junge Bauerwitwe 
SINFONIE: Allegro (Bb), un poco lento (c), Presto (Bb) 
# 1 Dorchen: Wie schon bist du, du sanfte Morgenrothe 
# 2 Anne: Ein Magdchen, dem zur FrGhlingszeit 
# 3 Dorchen: Und sagt die Mutter A, so sagt der Vater B 
# 4 Anne: Als einer Braut den Brautigam 
# 5 Berthold: Komt einst der Bruder Luderlich zurGck 
# 6 Dorchen: Ein solches schaal und weiss Gesicht 
# 7 Berthold und Dorchen: Sieh nur jene schone MUhle 
# 8 D., M., und B.: Das heut'ge Jubelfest zu schmucken 
# 9 Margarethe: Madchen haben allezeit ihre kleine 
Heimlichkeit 
#10 Klaus: Ein ehrlicher Mann halt immerfort 
#11 D., M., und K.: Kurz! kurz! heut versprach ich es 
#12 Robert: Dieser Tag soll meinem Sinn neue Kraft 
#13 Dorchen: Ich kann mein Herz nicht mehr vergeben 
#14 v. Alfred: Als in der Schacht bey Pultava 
#15 Choro: So lange unser Busen schlagt 
#16 Zwischenmusik 
#17 Kunz: Endlich bin ich weider hier 
#18 Anne: Ach! er ist tod! 
#19 Kunz: liebt sie nuch, so ist sie mein 
#20 Anne und Kunz: Ich will betrilbt vor irh erscheinen 
#21 Dorchen: Weh mir! was fang ich an? 
#22 Anne: Kunz fand einst einen armen Mann 
#23 Anne: Niemand fuhrte so den Reihn 
#24 Berthold: Ich traure hier nur Dorchens wegen 
#25 Anne: Als ich jungst Abends ganz alleine 
#26 Klaus: Das ist nun der Menschheit Loos 
#27 Anne: Da lies die Gall' ihm uber 
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#28 Berthold: Als ein flinker Junggeselle will ich bald 
#29 Dorchen und Klaus: Wie soll ichs aber machen? 
#30 Robert: .0, welch ein Tag voll guldnen Glanz! 
#31 Chor: Die Freude soll uns isst versammeln 
#32 Zwischenmusik: Minuetto I 
#33 Zwischenmusik: Minuetto II per l'Oboe 
#34 Dorchen: Auch ich soll mich mit Blumen schmucken 
#35 Berthold: Denkt ein Madchen Braut zu werden 
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#36 Berthold und Dorchen: Willst du die Blumen oder nicht? 
#37 Margarethe: Und ein Spas, was ist den das? 
#38 Kunz: Ich gieng, Aegidy sinds drey Jahr 
#39 Dorchen und Kunz: Ich lebe noch, un liebe dich so 
#40 Anne: Ist der Teufel nicht im Spiel 
#41 Dorchen: Mein Herz sagt mir: diess ist der rechte 
#42 Berthold: Ich geh sie nicht hin 
#43 Alfred: Wenn der Liebe Gegenstand dich nicht wieder 
#44 Chor: Wir bringen dir ehrwGrdigs Paar 
XII. DIE KLEINE AEHRENLESERINN 
"Die kleine Aehrenleserinn 11 was published in 1778 
by Crusius. The text was again by Weisse based upon a 
story from his collection of literary works for children 
called 11 Kinderfreund". The complete libretto of the oper-
etta as well as two violin parts were included with the 
piano edition. The writing for the two accompanying 
violins is at once graceful and simple, always well within 
range of ability of the most modest amateur performer. 
(Ex. #41) 
There are, in all, fifteen numbers preceded by a 
symphony in one movement. This symphony, marked allegro, 
is in sonata-allegro form with a short development section, 
and at the end, a brief transitional coda leading to the 
first. number. (Ex. #42) 
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The plot is extremely simple and well-calculated to 
appeal to children. A young girl, Emilie, is accused of 
stealing grain by an overseer, Krums. He hastens off to 
find the land-owner, Herr von Mildenau, after having 
threatened to arrest the crying Emilie. While he is 
gone, Franz and Henriette, children of Mildenau appear 
and, after making friends with Emilie, try to console 
her. While Franz waits with her for the return of Krums 
and Mildenau, Henriette hurries off to fetch Frau von 
Birkenfeld, Emilie's mother. Von Mildenau, of course, 
believes Emilie and soon discovers that she is the child 
of a man who had saved his life . He promises to see that 
Emilie and her mother are well taken care of, and the 
little operetta ends with a divertissement in which all, 
except Krums, join. 
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It is evident that Hiller intended adults to play at 
least two of the roles for the vocal parts are quite diffi-
cult. The aria (#14) of Frau von Birkenfeld, for example, 
consists of scales, trills, ornaments and leaps of wide 
intervals which would tax the abilities of an accomplished 
artist. {Ex. #43) "Musically and technically ... Hiller 
demands so much that one must be astonished," says Calmus. 23 
Certainly the aria of Henriette (#7) is more than a little 
difficult for a young child to sing. (Ex. #44) 
23calmus, ~· cit., p. 86. 
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Hiller suggests, in the preface to the published score 
that in the event that this little work should be presented 
in the theater, the roles of Krums, von Mildenau, and Frau 
von Birkenfeld should certainly be filled by experienced 
performers. It should also be borne in mind that tuning 
practices of the mid and late eighteenth century varied 
considerably from place to place and the a's and b-flats 
which Hiller wrote out for the children's voices may well 
have been, in modern pitches, no more than £ 1 S or a-flats. 
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However, the collaborators who were able to produce 
the charmingly simple "Lieder fur Kinder" of 1769 have also 
created Emilie's song (#2) which might well have come from 
the earlier collection. (Ex. #45) 
The title page, cast of characters, and list of 
numbers from the 1778 edition is as follows: 
Die kleine Aehrenleserinn 
eine Operette in einem Aufzuge, fur Kinder 
In Musik gesetzt 
und mit zwo begleitenden Violinen 
zum Druck gegeben 
von 
Johann Adam Hiller 
Leipzig, bey Siegfried Lebrecht Crusius, 1778 
Spielende Personen 
Herr von Mildenau, ein sehr begilterter Landedelmann 
Franz, dessen Sohn Henriette, dessen Tochter 
Frau von Birkenfeld, unter dem Namen Kornthalinn 
Emilie, ihre Tochter Krums, ein Flurschutze 
SINFONIE: Allegro 
# 1 Emilie: Ein guter Anfang! Wohl mir, wohl! 
# 2 Emilie: Als ich auf jenem Felde dort muhsam Aehren las 
# 3 Krums: Wer lugt, der stiehlt, wer stiehlt, der lligt 
# 4 Emilie und Krums: Ach lieber Mann! Erbarmt euch mein! 
# 5 Emilie: Die armen kleinen lieben Thiere 
# 6 Franz: 0, unser lieber Vater ist der beste Mann auf 
Erden 
# 7 Henriette: Nein, unser guter Vater spricht 
# 8 Franz: So frisch stehn nicht Vergiss mein nicht 
# 9 Mildenau: Der kleine Vogel in der Luft 
#10 Krums: Ein ehrlich ausgebrannt Gesicht 
#11 Mildenau: Zu viel Gelindigkeit 
#12 Henriette: Das ist die Kleine Thaterinn 
#13 Emilie: Wir leben itzt--ach! lieber Gott! 
#14 F. von Birkenfeld: Die Quelle meines tiefen Schmerzens 
#15 Divertissement: Wohl mir! welch eine Seligkeit 
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XIII. DAS GRAB DES MUFTI 
"Das Grab des Mufti", with a libretto by August 
Gottlieb Meissner (1753-1807), was first performend on 
January 17, 1779, and was published by Dyk in the same 
year. Its German text is based upon Gretry's opera 
comique "Les deux Avares". Its two acts contain much of 
the most interesting music Hiller ever composed for the 
operetta stage; this is particularly true of the duets and 
other ensembles. The plot, however, is slim indeed, even 
by eighteenth-century standards. 
Two old misers plan to rob a tomb located in a 
public square between their houses which is the setting 
for the entire production. The nephew of one is, of 
course, in love with the niece of the other. While the 
misers are attempting the robbery of the Mufti's tomb, 
they are trapped by the nightly rounds of the soldiers. 
The nephew, Karl, forces their consent to his marriage 
with the niece, Wilhelmine, by cleverly disguising him-
self as the ghost of the Mufti, frightening the soldiers 
who are by this time completely drunk with wine anyway, 
and so rescuing the miserly uncles. 
The duet (#5) of Martin and Gripon, the two uncles, 
has a remarkable little canonic passage in which the first 
voice is answered by the second with an inversion of the 
136 
theme. (Ex. #46) Their duet (#20) contains instructions 
for the singers to "both strike with hammer and chisel 
while singing." 24 There is a chorus for drunken soldiers 
called, appropriately enough, "Es lebe der We in"; this is 
repeated three times with two short, contrasting solos in 
between. 
A truly striking solo number is the final da capo 
aria of Wilhelmine which covers eight pages of the printed 
score! After an instrumental introduction of twenty-two 
measures, the soprano enters with a theme which has only 
been suggested in the introduction. Each A section con-
tains some measures calling for a soloist of considerable 
abilities. The B section is an andante, contrasting not 
only in its tempo marking, but also in its range and 
demands upon the soloist. (Ex. #47) 
Most remarkable of all, perhaps, is the duet (#7) 
of Wilhelmine and Carl: "Dich an meine Brust zu driicken." 
It contains passages of almost Wagnerian intensity as the 
voices alternate in rising to a cadence while the text 
repeats, over and over, the endearing phrases of the 
lovers. (Ex. #47b) 
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The title page and cast of characters is as follows: 
24Johann Adam Hiller, Das Grab des Mufti, Leipzig, 
Dyk, 1779, p. 52. 
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Das Grab des !.luftis \lartin & Gripon duet (#5) 
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Das Grab des Mufti 
Operette 
in Musik gesetzt 
von 
Johann Adam Hiller 
Leipzig 
im Verlage der Dykischen Buchhandlung, 1779 
Personen 
Gripon, bass 
Carl, tenor 
Madelon, soprano 
Martin, tenor 
Wilhelmine, soprano 
Chor der Janitscharen 
The musical numbers are listed below: 
SINFONIE: Allegro moderato (C), Andante (F), Allegro (C) 
# 1 
# 2 
# 3 
# 4 
# 5 
# 6 
# 7 
# 8 
# 9 
#10 
#11 
#12 
#13 
#14 
#15 
#16 
Carl: Susses Liebschen, ach, erscheine! 
Wilhelmine: Ey ja doch ja! Es sagt sich leicht 
Martin: Nur durch dich, gefullter Beutel 
Gripon: So, lieber Freund, so geht es brav! 
Martin und Gripon: Nur, Gevater, das Gewissen 
Wilhelmine: Wach auf, geliebter Schlafer! 
Wilhelmine und Carl: Dich an meine Brust zu drlicken 
Madelon: Die Lieb' ist gar ein eignes Ding 
Carl: 0! an deinem Busen, Wilhelmine 
Gripon: Massigkeit ist immer gut 
Madelon: 0, lieben Kinder, freut euch doch! 
Carl: Dort, wo dich zu manchem Ball 
Wilhelmine: Meine Wang'entstelle Geldsucht 
Terzett: (Wilhelmine, Madelon und Carl) Erhor uns, 0 
Liebe 
Grip on.: Die Taub' auf Nachbars Dache 
Aufzug der Janitscharen: Die Wache kommt! seyd alle 
still! 
Wilhelmine: Zartlicher, als Tell und Lyda 
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#17 
#18 Wilhelmine, Carl und Madelon: o, wie schlagt, voll bang-
#19 
#20 
#21 
#22 
#23 
#24 
#25 
ster 
Martin: Arbeit ist des Reichthums Preis 
Martin und Gripon: Schlagt zu, Gevater! 
Martin und Gripon: Ach, Gevater, helft mir Armen! 
Chor der trunkenen Janitscharen: Es lebe der Wein! 
Madelon: Hi hi hi hi, ha ha ha ha. Gesangen hie! 
Wilhelmine: Lebe wohl, Land der Knechtschaft! 
Chor: Umgeben von todtenden Sorgen stand 
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XIV. POLTIS, ODER DAS GERETTETE TROJ A 
Hiller's final work for the operetta stage was 
"Poltis, oder das gerett~te Troja" which was published in 
1782. The libretto was by G. S. Brunner, but the complete 
text has since been lost. 25 The three acts contain twenty-
seven numbers and no overture. Even though the title page 
of the published edition refers to the work as "eine Oper-
26 
ette in drey Acten," Calmus describes it as a "Farce"; 
in view of the lack of an overture and the small total of 
musical numbers, it would seem likely that the latter word 
is the more accurate. 
Thalestris's aria (#4) covers seven pages of the 
printed score; the eight measures reproduced here (Ex. 
#48) are a typical example of the coloratura passages 
which Hiller often composed for his singers. A study of 
this passage and many others like it in Hiller's work 
reveal more of the singing teacher than of the composer. 
In contemporary performances, they could have done little 
beyond affording the artist with an opportunity for 
obvious display. In playing them over today, they would 
seem to have the further disadvantage of impeding the 
action to the serious detriment of the total musical 
25calmus, ~· cit., p. 89. 
26 8 Ibid., p. 9. 
Poltia, oder daa gerettete· Trojar Tbalestria aria, (#4) 
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effect. Hiller's greatest talent was for the composition 
of the song, and the more florid aspects of the Italian 
aria di bravura obscured this talent whenever they appeared 
in his work. 
Far more characteristic of Hiller is Ortyr's aria 
(#8) with its running triplet figure outlining and embel-
lishing the singer's melody or the trio (#11) with its 
musically skillful comic effects as the three characters 
argue among themselves at one time in brief little canonic 
passages, measure twenty-seven, and at another time in 
sharp explosive chords, measure thirty-five. (Ex. #48b 
and #48c) 
There are six characters with singing parts in 
"Poltis": Euridice, Poltis, Thalestris, Barsine, Pisander, 
and Ortyr. The title page and twenty-seven numbers of the 
operetta are as follows: 
Pol tis 
oder 
das gerettete Troja 
eine Operette in drey Akten 
in Musik gesetzt 
von 
Johann Adam Hiller 
Leipzig 
im Schwickertschen Verlage 
# 1 Euridice: Wenn unser Mund, aus strenger Pflicht 
# 2 Euridice: Amyntas spricht mit seinem Vetter 
# 3 Poltis: Ein Kriegsmann, der so tapfer sicht 
# 4 Thalestris: Was Manner sonder uns, sonder uns verrichten 
# 5 Ortyr: Was wollte der, o Liebe 
# 6 Ortyr: Mein Weib ist schwatzhaft 
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Poltis, oder das gerettete Troja: Ortyr 1s ar~a, · {#8) 
Allegro (10) Ex. #48b 
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Poltis, oder das gercttetc Troj~l Terzett, (#11) 
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# 7 Ortyr und Chor: Komm, Vater Orpheus 
# 8 Ortyr: Ich mag nicht zeit1ebens schmachten 
# 9 Barsine: Fur nicht gar k1ug 
#10 Pisander: Was nennt man ewig in der Liebe? 
#11 Pisander, Barsine, und Ortyr: Barsinchen, nicht zu 
sprode! 
#12 Euridice: Der kUhnsten Unternehmung wegen 
#13 Ortyr: Geld zu nehmen, wird sich niemand schamen 
#14 Pisander: 0 Wohlstand, du geschworner Feind 
#15 Poltis: Urn Spottern die Freude zu storen 
#16 Thalestris: Aus Neigung gefallig zu leben 
#17 Barsine: Des Mullers Frau und ihre Schwestern 
#18 Ortyr: Kommt Fussvolk und Reuter 
#19 Euridice: Bedrohn uns der Junglings Schaaren 
#20 Barsine: 0 allerschonstes neues Kleid! 
#21 Ortyr: Ich bin Ihr ergebenster Diener 
#22 Pisander: Wer die Liebe kennt 
#23 Barsine: Wiele, die mich glucklich nennen 
#24 Thalestris: Der Eifersucht enflammte Muth 
#25 Terzett: Fragst du nichts 
#26 Poltis: Ich kenne, die Pflicht 
#27 Schlussgesang: Wenn bose Manner Weiber plagen 
XV. OTHER OPERETTA COMPOSITIONS 
Hiller composed four brief numbers for a two-act 
version of Georg Benda's ''Der Dorf jahrmarkt" ( 1775) which 
he prepared. 
The orchestration of these four pieces follows the 
customary Hiller pattern. In the first aria, the vocal 
line is reinforced by the first violins while the second 
violins--later joined by the oboes--play a contrasting 
counter-melody iD sixteenths. (Ex. #49) 
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In t wo of the numbers, the voices are accompanied by 
the string quartet alone, here again, for the most part, the 
first and second violins double the voice part while the 
Ex. #49 
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viola doubles the bass. (Ex. #50) Even the bigger orches-
tra of the fourth selection is confined largely to doublings: 
flutes, oboes, and bassoons (in a lower range, of course} 
with the violins, the viola with the bass. (Ex. #51) 
One other aria for an operetta listed by Eitner as 
being by Hiller and existing in manuscript in the Biblio-
theque Royale in Brussels is actually a composition by 
Friedrich Adam Hiller, the composer's son. 
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(Ex. #50b) 
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CHAPTER V 
Considering Hiller's operettas as a whole, a number 
of facts emerge which shed much light on him as a composer 
and as a figure in the history of music. 
One of the first of these facts is that he shows 
little growth from the first to the last of his operettas. 
The faults and weaknesses of the first are readily apparent 
in the last. After a single abortive attempt to raise the 
quality of his offerings, he resigned himself to creating 
light, , inconsequential music well suited to the librettos 
which ~e chose to set, or more accurately, which were 
chosen for him to set. In some fourteen operettas, Hiller 
easily his modest goal. But a remarkable result 
of this modest effort is that he managed to create some 
music of genuine charm and interest along the way and that 
he created, too, a form of light opera which was to inspire 
generations of composers. 
His most ambitious work, "Lisuart und Dariolette," 
and his most successful, "Die Jagd," have been considered 
in somewhat greater detail. To a degree, what is true of 
them is true of the others; few of them reach the stature 
of "Lisuart", and few of them have the genuine, sustained 
melodic invention of "Die Jagd". On the other hand, not 
one of them is completely lacking in interest. Here and 
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there throughout the operettas, one finds songs, ensembles, 
or instrumental pieces whose musical attractiveness belies 
the fact that they were, in a sense, mass-produced. 
The three main streams ( Italian, French, and British) 
leading to the first appearance of the Hiller operettas have 
been noted. By unifying and, so to speak, nationalizing 
these diverse currents into one, Hiller aided in the 
creation of a base upon which the still more purely nation-
alistic operatic works of the early nineteenth century were 
to be written. Hiller further accomplished, in the creation 
of these operettas, the establishment of an astonishingly 
vital and popular art form. By "writing down", so to 
speak, to his audience, he created a wide and receptive 
group of listeners; and by writing in their native tongue, 
he also suggested a direct, unsophisticated manner of com-
municating with them. An obvious example of the influence 
of Hiller is to be found in the works of Neefe mentioned 
earlier. 
The Hiller-created Singspiel moved quickly through-
out the German-speaking countries of Europe, and in Vienna, 
operettas by South German composers continued to be suc-
cessfully produced long after Hiller's had faded from 
fashion. Schletterer gives a most accurate picture of 
the impression created by these works: 
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Hiller's operettas flew from stage to stage; they 
were the salvation of all hungry and brokendown comedy-
companies and, like a blow from a magician's rod on a 
fresh source, they poured forth a rich inexhaustible 
stream of fresh Germa~ lieder and national music over 
the whole fatherland. 
The plots, with nothing more complicated than a case of 
mistaken identity or a spell which was easily broken in 
the last act, were the materials from which Mozart con-
structed towering works of art. 
The music of these operettas, too, had a lasting 
effect beyond the immediate influence they exerted upon 
contemporary composers. Here is an early example of the 
deliberate composition of so-called popular music; here 
are melodies which were designed to be sung by the people 
and which formed a link between the genuine folk-song and 
the world of more sophisticated music. As we have seen 
in the case of "Der Krieg", the creation of the musical 
portion of a work was often a matter of stern economic 
necessity. 
As in other countries, there had begun earlier in 
the eighteenth century the rise of a truly nationalistic 
school of song in Germany. It drew heavily on folk 
lHans M. Schletterer, Das deutsche Singspiel von 
seinen ersten Anfangen bis auf die neuste Zeit, Leipzig: 
Breitkopf und HArtel, 1803,~ 139. 
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literature and relied strongly on folk-song type melodies. 2 
Beginning in 1736 with "Die singende Muse an der Pleisse", 
tremendous numbers of German lieder collections were pub-
lished; and it was these early songs which formed the basis 
for the art-songs of the nine t eenth century composers. The 
earliest songs followed certain r egular formulas which gave 
way slowly to the greater freedom of the dawning romantic 
era. Lieder were almost invariably in the strophic form, 
melodies were most often much like a folk-song, there was 
but one note to a syllable, and above all, only simple, 
completely subordinate accompaniments were used. 
It was with these formulas in mind that Hiller 
created his operetta melodies and the many Lieder which, 
like most singspiel composers, he also composed. In his 
settings and their accompaniments, however, he often made 
efforts to relax those artificial restrictions and to 
increase the freedom with which the Lieder could be set. 
The conflict between the old attitude and the dawn-
ing new freedom is plainly evident in the two lieder from 
"Die Jagd" (Exs. #25 and #30). The first is a perfect 
example of what was then the accepted lieder composition; 
the second, while it follows the pattern in most respects, 
2Donald Jay Grout, A History of Western Music, New 
York: W. W. Norton & Company, 1960,]pp. 433-4. 
has a melody of unusually expressive melancholy and the 
accompaniment has an unusual restless quality sometimes 
moving in eighths or relying on a syncopated figure. In 
the uncomplicated songs of Hiller's operettas, one can 
find many which clearly foreshadow the lieder of the nine-
teenth century. In the inspiration of their melodies and 
in the selection of their texts, Schubert, Schumann and 
other great lieder composers of the years that followed 
worked upon a base which was, in part at least, the work 
of Hiller. 
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Even in his own time, Hiller's operettas passed from 
fashion. It would seem, however, that at least in the 
cases of "Die Jagd" and 11 Lisuart und Dariolette", this 
neglect is entirely unjustified; and certainly, there 
are many significant excerpts which might still be heard 
today. 
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TABL• I 
THE LIBJ.ETTI STS, -:>" URCES, FI ST P~RF01 TANCL: AND FIRST 
PUBLICATION DATES ~:.F THE HILL~~R OPSRETTAS 
TITLE TEXT 
Die venvandel ten '.Jeisse 
VJeiber 
Der lustige 
Schuster 
lvei sse 
Coff ey: The 
Devil to Pay 
1st P_._J RF .. PUBL. 
my , l766 Junius, 
1770 
Cof'f ey : The Summer, 
1v1erry Cobbl er 1 7f!6 
Junius, 
1771 
Lisuart und 
Dari olette 
Schiebler Favart: La 
Fee Urgele 
Nov •• 
1766 
Breitkopf 
1768 . 
Lott chen am 
Hofe 
i·Jeisse Favart: April, 
Ninette ala 1767 . 
cour 
Breitkopf 
1769 
Die Muse Schiebler (original) Oct ., 
1767 
Breitkopf 
1771 
Di e Liebe auf 
dem Lande 
·wei sse 
Die Jagd Ueisse 
Der Dorfbalbier Weisse 
Der Ae rndtekran:z Heisse 
Der Krieg Veisse 
Die Jubelhochzeit Weisse 
Die kleine Weisse 
Aehrenleserinn 
Das Grab des Iv'Ieissner 
r.tlufti 
Poltis Brunner 
Favart: 
Anette et 
Lubin 
Colle' : La 
Pa.rt i e de 
Chasse de 
Henri IV 
Sedaine: 
Blaise le 
Savetier 
? 
Gol dini: 
La Guerra 
? 
(o riginal) 
/ Gretry : Les 
deux Avares 
? 
May , 1768 Breitkopf 
1769 
J an ., 
1770 
1771 
1771 
Aug, , 
1772 
Apr. , 
1773 
1778? 
J an., 
1779 
1773? 
Breitkopf , 
1771 
Breitkopf, 
1771 
Junius, 
1772 
Breitkopf, 
1773 
Junius, 
1773 
Crus ius, 
1778 
Dyk, 17'79 
Schvrickert , 
1782 
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T ~BLE II 
TOT 1 Nm1BER OF J.ru SIGAL SELECTIONS AND 
BREAKDOUN OF ENSEiviBLE NU11IBE::::?.S I N HILL •'R OPER TTAS 
TITLE TOTA SOLO ~-ITH DU:::::TS TRI OS ~U; RT . CHJR TOTAL 
NOS . I NST. OBL. 
----
Die ve~Nande1ten 25 2 2 
V!eiber 
Der lustige 7 0 
Schuster 
Lisuart und 33 3 1 5 9 
Dario1ette 
Lottchen am Hofe 38 8 2 10 
Die Nuse 6 2 1 1 4 
Die Liebe auf 39 8 1 1 10 
Lande 
Die Jagd 40 2 2 2 2 8 
Der Dorfba1bier 13 3 1 1 5 
Der Aerndtekranz 38 2 3 2 2 3 12 
Der Krieg 28 5 1 1 7 
Die Jube1hochzeit 44 5 2 3 10 
Die k1eine 15 1 1 
Aehrenleserinn 
Das Grab des lVIufti 25 4 2 3 9 
Po1tis , oder das 27 2 2 4 
gerettete Troja 
(Benda ' s : Der 4 1 1 
Jahrmarkt) 
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